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A Pianist's Glossary 
by Eric Smith 
Robert Hale, Lond on 1998 
96pp Price £6.99 

This new little book is expensive, and 
may prove di sappointing for some in 
that it contains no musical illustrati ons 
o r plates. The p lain text is a n 
alphabetica l A-Z list of musica l te rms 
that are especia lly relevant to pianists 
- performers, teachers and pupils. 

Some terms could do with a musica l 
exa mple or two, es pecial ly such 
concepts as f11g 11e and slretto, whose 
characteri sti cs ca n be more easi ly 
understood with a stave or two of 
illustration . There are defects here. The 
entry under fugue draws no attention 
to J.S. Bach, but suggests that the entry 
under sire/lo s hou ld be consulted. 
Under the latter there is no reference 
to f11g11e at a ll, but on ly a slight mention 
of the word 's o th er mea nin gs with 
reference to mu sic by Grieg and 
Sibelius. 

Most of the entries in the book do in 
fact give references to music, someti mes 
he lpfu ll y a nd so metimes not. 
Obscu rities will not help very much, 
and are rea lly not necessary in a brief 
book of this kind. 

Here a re two entries from p.83: 

Tasten (Ger.) keys: gl iss. weisse -, 
g li ssando on the white keys, g li ss 
schwarze -, glissando on the black 
keys: Schollum 7 Fantasies 6; Scho. Op 
11 (1) di e - tonl os niederd r(icken, 
depress the keys soundlessly 

te ma / i (It .) th e me (w ith se t of 
va ria tions): Liszt Robert le Diable due 
- marcato, stress both themes; Liszt 
So1111m11b11 ln ben rnarcato i due - , stress 
both themes 

Defini tions of well known, common 
word s do not need to draw attention 
to music that is not very well known, 
and not often in focus. The name of 
Robert Schollum (b.1913) in the fi rs t of 
these entries is relatively unknown, and 
the selective li st of his works in The 
New Grove does not include any piano 
pieces. 

Under tempo on the same page we read: 

tempo (It.) time, rhythm: a tempo, in 
the time of the piece, in the origina l 
time: a - 1, back to the original time: 

I Harpsichord & fortepiano 

Liszt Apparitions 3 ausser - , senza- , 
not in st ri ct time; Alben iz Op.47 (6) . 

. and under tenerezza: 

... Field Noct. 8; Schum. Hum . Op 20, 
Op 111(3);. 

Sarne composers' names and titles of 
pieces are curiously abbreviated in the 
tex t in a way which the reader rnay 
fi nd disconcerting; a lso on p.83 we have 
Deb., Schu b., Prok. and Sho. A lis t of 
th e abbreviati ons used is given on 
pages 93-6, but as many of them are 
not in nornrn l use and have been 
invented especially for thi s book, users 
of the boo k w ill take time to get used 
to them w ith the aid o f the index. 

Youngsters who look up allegro will not 
find any well known music to refer to, 
or any thing easy of access: "Clementi 
Son. Op 50 (3) ... Dussek Op 19 (3) 
. . Mn Op 84". The "Mn" is a new way 
of referring to Mendelssohn. 

It is hard to imag ine young people 
be ing ab le to use thi s boo k wi th 
pleasure and to their grea t advantage, 
and piano teachers are unl ikely to come 
upon any references to music tha t they 
w ill need to consult a t o nce. 
Unfortunately the style of the book has 
been misconceived, and for all its array 
of Italian, French and German term s it 
is far too li mited in its in ten tions. H ere 
and there a grea t opportun ity has been 
missed. For instance, in describing 
'B ulgari an Rh ythm ' Bartok is 
mentioned, but there is no reference to 
Mikrokos,110s vol.6 or other piano pieces. 

In discovering the meaning of terms 
used by composers, a musica l 
dictio nary very often needs to be 
supplemented w ith reference to an 
Italian or other language dicti onary. 
The general and ordinary meanings of 
word s corn e to have a special usage 
very often in the contex t of music, and 
it is importan t fo r pianists (a nd others) 
to make use of ordinary language 
dictionaries that are easily available in 
libraries to discover the basic meanings 
of words. 

Sad to say, Eric Smith's book does not 
seem to contribu te sign ifi cantl y to the 
reference litera ture thilt pianists might 
need and find helpful. 

Gwily111 Beechcy 

MUSIC 
P. Justinu s: Selected Works for 
Keyboard . Edited by Erich Bened ikt. 

Doblinger Dil etto Musica le OM 121 5 & 
1216 (2 vo ls) 
Georg Christoph Wagenseil : Six 
Divertimenti Op. 2. Ed ited by Helga 
Scholz-Micheli tsch. Doblinger Di letto 
Musicale OM 1213 & 1214 (2 vo ls) 

The publication of a selection of the 
mu sic o f Joha nnes Ju stu s Wi ll (or 
'Justinus a Desponsa tione BVM' as he 
was snappily ca lled after becoming a 
Carmeli te priest) allows us to confirm 
George Buelow's judgement in New 
Grove:" Although Justin us' music is not 
without invention, it is generally of less 
interest in itself than as illustrations of 
the various keyboard practices whi ch 
he describes in concise explana tions." 
Although there is some jus tifi cation for 
printing the complete 1713 Ce111ba/11111 
pro rl11ob11s, the co mpose r's si ng le 
music-only prin t, it surely could have 
been fitted into one vo lume using a 
smaller type- face: the exemplars from 
th e 1723 M11 sikalischc Ar/leith 1111rl 
K11rtzwei/, which complete Volu me II 
here, still leave one wa iting for a full 
transcription of that trea tise. 

Of the music in the 1713 collection, Part 
I consists of sixteen bipartite Ari as, Part 
II six Suites (a selection o f Allemandes, 
Courrentes, A ri as, Sarabandes and 
Giques) and Part Ill four Arias with 
four (or, in the case of the last one, 
three) variations. Each group of pieces 
is w ritten in a variety of keys. The 
composi tiona l techniqu e is secure 
rather than inventive. The Preface sorts 
out the co nfu s io n of th e place of 
publica ti on - not Lentini in Sicily (as 
in The New Grove, for insta nce) but 
Lienz in the East Tyrol. 

There are only a few obvious sli ps in 
the editing: Vol.I p.7 b.8.3 LH shoul d 
be G not A; Vol.I p.22 system 4 repea t 
dots missing; Vol.I p.37 system 3 b.2 
tie too short. More damaging is the 
editor's rather arbitrary approach to 
ed itoria l trills (why in some places and 
not o th ers, e.g. Vol.I p .5 b.7?) and 
editorial accidentals (e.g. Vol.I p.20 Aria 
b.7 0# seems unneccesary; Vol.II p.13 
Va r.I b.3 the B# is a lso unaccoun tab le). 
In addition, little help is given to 
solving the fo llowing problems: the 
rhythm of the Courrente in Vol.I p.27 
is defective - surely it shou ld match 
the second-ha lf? If so, wha t abou t the 
quaver rest in b.14? ls a tie missing 
from the bass-line in b.22 of the same 
piece? ln the opening Allemande in 
the Parthia Q11i11ta, if the transcription 
is co rrec t, s ure ly th e melodi c line 
should be amended in b.1.2 RH to read 
(B1) B1 CD to match the pa ttern fo und 
elsewhere? I also think it was unwise 
to bury the in fo rm ation about the short 
octave requi red in the Ed itor's Report 
a t the back of the edition rather than in 
the Prefa tory Remarks. 



The selection of pieces from the 1723 
publication raises its own problems. In 
the original the middle-part is shown 
by dots, and the composer indicated 
the fi 11 ing-ou t of the texture with 
figures. These figures are rea lised 
sketchily here - but does this help the 
performer? Are notes to be added only 
when justinus employs a figure? This 
is very unlikely - but the result of 
Benedikt's edition is to let the music 
veer unea s ily between a s ke le ton 
tex ture and one fi ll ed out 
inconsistentl y. More specifica ll y in 
Vol.II p.21 what does 4) above the bass 
note in system 3 mean? What is the 
justification for the editor ia l 4-3 
suspension in the Adagio b.8 on the 
same page? What is the basis of the 
recommendation of putting the petite 
reprise on p.23 up an octave? On the 
sa rne page, why is the figured 3 at the 
start of piece 6 left without rea lisation? 

It is not that the ed itor is necessarily 
making the wrong decisions, but that 
he is inconsistent. Better by far to trust 
the performer and to give helpful 
guidelines in the Preface. Statements 
like "the placer [sic] must be fam iliar 
with the perfo rmance practice of the 
time and of the South Gcrllln11- A11strin11 
region" (my italics) are not really much 
help. There is much that is worthy in 
these volumes - but I reckon we 
shou ld have had more of the fun pieces 
like the Cnpriccio ltnlin11ischer Fnschn11er 
in Vo lume II. 

The end notes to the edit ion of 
Wagenseil' s Op.2 Diverti111e11ti start 
with this disarming quotation from 
Goethe: "From a distance, one hears 
on ly about artists of the first rank and 
is often content with knowi ng their 
names; but when one draws closer to 
this firmamen t and stars of the second 
and third magnitude start to shimmer, 
and everyone belonging to the 
constel lation comes forth, then th e 
world, and art, are rich." 

Not something I would readi ly apply 
to Ju stinus, but it is certainly applicable 
to Wagenseil , even in these remarkably 
unpretentious pedagogical sonatinas. 
Dedicated to his pupil ("La Serenissima 
Arciduchessa Maria Cristina 
d' Aus tria "), these six wo rks are 
arranged in order of difficulty, as 
customary with these types of 
publications. They are a selection of 
fast and slow movements, minuets (and 
trios) and, in one case, a Polonaise. 

The ed iting is commendably unfussy. 
I just wonder if an editorial # under 
the mordenl in Vol.I p.5 b.33, Vol.T p.10 
b.13, Vol.II p.9 b.11 would be in order, 
especially as one is given on p.22 b.19. 
In Vo l.I p.15 b.65.2 RH: there is a 
missing slur. In Vol.I I p.4 system 2 a 

bass-clef is given instead of the 
requ ired treble for the LH part. I also 
di s like the large type face which 
necess itates th e s plitting of ba rs 
between systems, e.g. Vol.I pp.8-9. The 
policy of non-regularisa tion might wel l 
be adm irable in some situations bu t it 
seems unhelpful in places here, for 
exa mpl e, not to draw attention to the 
missing slurs on Vol.I p.16 b.8.3, when 
they are clearly indicated in the sa me 
context on the next page. In Vol.II p.6 
b."18 the edi tor should perhaps have 
s ugges ted th e dotting of the 
serniquaver rests, and similarl y with 
the opening semiquave r in Vol.II p.14 
and on p.19 the opening quaver. In 
fact in this la st movement so me 
rhythmic gu idance would have been 
most we lcome . In Vol.II p.7 the 
slurring in bb.33-5 over the sex tuplets 
is ambiguous - is it meant to include 
the last semiquaver or not? On p.8 of 
the same volume th e quaver LH 
passage is surely meant to be followed 
by a G? These are of coures al l minor 
points, but I do believe that the ed itor 
must seek to guide the performer, 
preferably, as l have said above, in the 
prefatory notes. 

The editor states : "the Divertimentos 
[a re} optimum preparatory material for 
coming to gripe [sic] with the piano 
music of Haydn and Mozart". Well, 
however you might feel about the 
music of Haydn and Mozart, it is a pity 
to suggest that the worth of 
composi tions like Wagenseil's li es 
me re ly in its relationship to th e 
Viennese greats: on the contrary, it has 
a lot of merit in its own right. 

P.H. 

CONCERT 
REVIEWS 
Beverley Early Music Festival 

The Beverley & East Riding Early Music 
Festiva l, moved this year to the late 
Sp rin g Bank Holiday, is an excellent 
occasion at which to sample the quality 
of rnusic-making both by established and 
by newer Briti sh groups. La ck ing a 
theme, as Beverley does, can be a d istinct 
advantage in a festiva l, allowing one to 
attend, as I did, four concerts over two 
evenings and the intervening daytime 
withou t suffering from aural fatigue, the 
programmes cove ring the medieva l, 
renaissance, ea rly baroque and late 
baroque periods. The concerts take place 
in increasingly diverse locations each year 
(hence the'& East Riding' added to the 
now clumsy fes ti val title), although all the 
concerts I attended except one were held 
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in the Minster, which offers a wonderful 
architectural and acoustic environment. 

The first evening concert of the Festival 
took place on 22 May when the Tallis 
Scholars presented a programme of 16th­
century Spanish mu sic. It has been 
fashionable of late to knock Peter Phillips 
and the Ta llis Schola rs: this concert, for 
instance, was 'm usicologica lly incorrect' 
in that no attempt was made to establish 
a liturgica l background for the music; no 
s tab at hispani z in g the Latin 
pronunciation; the use of dyna mics and 
articu lation avoided the dramatic; women 
were used on the top part ins tead of boys, 
fa lsettists or high tenors (take your pick); 
the performance was n cnppclln - despite 
increasing evidence about the use of 
instruments in Spanish church music at 
this time - and employi ng more than 
one voice to a part; finally, costume was 
of the type string-quartets used to sport. 
How differen tl y it wou ld be done by 
some continental choir, or even some of 
our own coo ler, younger ensembles. 
Critics opine that, after a ll , this is Spa11islt 
music and apparently there is no King's 
College, Sev ille. 

We ha ve fallen into the trap of believing 
that whi le the' Oxbrid ge' chora l tradition 
may have some releva nce fo r English 
church music i t is unlikely to be 
sympathetic to the rnusic of, say, Spa in, 
France or Italy. The Anglo-Saxons, so the 
argument goes, lack the necessary passion 
for continental church music (the Tall is 
Scholars look as if they would shake 
hands on meeting, not exchange kisses). 
This position is similar to that which was 
taken by ea rl y 20th-cen tu ry Spanish 
musicologists, who, as pa rt of the wave 
of nati onalism sweeping Europe at the 
time, divined that 16th-century Spanish 
mu sic had a hi ghl y emotional content 
lacking in othe r repe rtoires (e.g. 
Palestr ina). We seem to have swallowed 
this ff1 yth. The rea lity is, however, that 
Spa nish polyphony does not differ that 
mu ch fro rn Italian n-iusic of the sarn e 
period (which is not to say that there are 
not some differences, most of them having 
their origins in liturg ica l demands): after 
all, both Morales and Victoria worked in 
Rome. We must be carefu l at all times in 
deal ing with traits ascribed to the national 
character; remernber that, closer to home 
both geographica lly and temporally, it is 
nmv well-known that so much of what 
we think of as the essence of Scottishness 
was in fact a Victorian in vention. 

So when we hear Peter Phillips' group 
we must cons ider the results of their 
performance carefully. The singing is 
impeccably in tune, the sound of the 
voices is heart- breaki ng ly beautiful, the 
texture is crystal-clear, the diction audible, 
and each phrase is musica ll y shaped 
towards an expressive whole. It may be 
that so me of Phillips' decisions are 
'i nauthentic'; it may be tha t in the late 
1970s we fe ll into the trap of believ ing 
that the Ta llis Scholars' was the only way 
of perform ing renaissa nce polyphony (it 
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is certainly tru e tha t these days other 
g roups are developing interestin g and 
diverse approaches to this repertoire); ye t, 
for all this, with such superb musicianship 
the Tallis Schola rs s till remain the gold­
standard for this type of music, lc1rgely 
beca u se, a nd in these days of 
deconst ru ct ion thi s is a no th e r 
unfoshionablc th ing to say, they let the 
music speak fo r itself, which is not the 
sarne as say ing they fa il to interpret it. 
As testimony to their art, they rnn dra w 
ca paci ty audiences for a repertoi re that is 
ac tu ally difficu lt to apprecic1te rmd is by 
no means full of recognisable names. They 
v,,e re we ll-appreciated at Beverley, and 
deserved ly so. 

On 23 May the New London Consort 
presented a progrnm mc of songs by the 
ea rl y 13th cen tury mo nk, Ga uti e r d e 
Coincy. Gautie r's mai n \•vork, the Miracles 
de Noslrc-Dnmc, is a kind of sacred Ro111m1 
de In Rose: both are vas t verse na rratives 
which inclu de groups of songs inserted 
at va rious points in the tex t. In addition, 
Gautie r wrote furthe r songs which arc 
separate from the main poem. The music 
for a ll of th ese songs was ge nera ll y 
adapted by Gautier from other sources 
- in cl udin g both secular fro11Pt'n· 
melodies as well as sacred co11trnfnc/n -
and on ly one se tti ng in the select ion 
presented in this concert could possibl y 
have been written by the poet himself. 
The Mime/es became enorrnously popular; 
there is no doubt th.at Gauti e r is an 
important fi g ure in the hi s tory o f 
vernacula r sacred music and that these 
songs deserve to be pe rformed rn ore 
often. Thanks, then, to Ph ilip Pi ckett and 
his group fo r giving us a chance to hear 
this irnportant repertory. 

So how does o ne approach th e 
performance of thi s music? Let us start 
with the voices fi rst, as we c.111 be pretty 
sure about this - if ribout li tt le else -
that the music was probably sung in some 
way or another. The two sopra nos in this 
performan ce, w ho sa ng toge th e r, 
separa tely, and even frorn opposite sides 
of the Minster nave, were superb. I had 
not come across Joa nne Lunn or Hedwig 
Aberg before (although the former docs 
perform on NLC's fascinating recent disc, 
Visitntio }, and I was impressed v.- ith both 
the quality c1nd the control of their voices 
from the firs t note to the lc1s t: these c1 re 
pe rfo rmers to watch out for, perfec t in 
this repertory. 

The re seems to be c1 foir c1mount o f 
evidence tlrnt Gc1ut ier wo uld lrnve 
expected instrnments to be used in the 
performance of his songs; after a ll , one of 
them begins " My fiddle (ma vie lc) 
would fain play a fa ir tune ... ". The secular 
origin of some of the music could c1 lso 
po in t to the use of instruments. The 
question is, whi ch ins truments and how 
should they be used? Pickett's choice of 
ins truments seems to be in spired by 
Gautie r's tex t: "We should s ing of the 
Virgi n both day c1 nd night c1s the Angels 
do. All those who sing sweetly enchant 

I Harpsichord & Jortepiano 

th e Devil and lull hi m to s leep." 
Accord ingly the NLC uses a soft ensemble 
of lute and gittern (Jc1cob Heringmc1n), 
fiddle (Ca th e r ine Finn is), o rga n and 
clavicirnba lurn (Sharona Joshu a) and 
symphony and recorde r (Pickett himself) . 
Th is works very well , although in fact 
Pickett has s lipped something rather 
controversi;d in to the ensem bl e whi ch 
needs further di scussion. 

Th e coy te rmi no logy dn11ici111bn/11111 
disgu ises an ins trument that is in fo ct a 
harps ichord, albeit a doub le-s trun g, 
un dampened ve rs ion s imil ar to that 
fou nd in Arnaut d e Zwolle's treat ise, 
\-v hi ch is o u r firs t co ncre te source of 
in fo rmc1ti on c1bout the earl y hmpsichord, 
a lthough it post-dates Gautier by c1bout 
hvo centuries. Neve rtheless we ca n be 
pretty certc1in that sorne type of plucked 
keyboa rd instrument vvas arou nd el l this 
time - a fter a ll , a harpsichord is s im ply 
a mechanised psaltery. The proof of the 
pud di ng is in the ec1t ing, however: does 
the harpsichord work here or not? 

The answer ca n on ly be a resou ndi ng 
'yes'. Anyone who knows the pioneering 
recording of Gautie r's musi c by the 
Ensemble Gui ll m1me de Mc1chaut would 
immediatel y have recogni sed the far 
grea ter imc1gi nati ve and musical qua lities 
fou nd in the ins trumental introductions 
c1 nd interlud es to the songs as perform ed 
by the NLC. In particular, Sharonc1 Joshu c1 
c1nd Jacob He ri ng man 's d e lightfu l 
dialogues between hc1rpsichord and lute 
v.i e re utte rl y w inning. Here wa s a 
performance that breathed life into 
m edi eva l ly ri cs w ith boldness c1n d 
conviction. Either the packed m1dience in 
the Minste r wc1s very undic1boli c, or else 
the performc111ce was very good, fo r no 
one was ' lull ed to s leep' but ins tec1d 
li s tened w ith co ntinu o u s and rap t 
rittenti on to a conce rt that was ind eed 
well- tit led Sougs of Augds. 

The Univers ity o f Hull Early Music 
Ensembl e, und er its director Graham 
Sad ler, gc1ve a fa scinc1ting concert of 17th­
century French music in the choir of the 
Minster ea rlier thc1t morning. The singers 
a nd inst rum e nta li s ts (vio lin s, vio ls, 
recorders and curta l) gave impressive and 
we ll -enjoyed pe rformances of sac red 
mu sic from this pe ri od. Pc1rti cula rl y 
in teres ting wc1s the chance to hear music 
by Henry DuMont and Clrn rpentie r, 
pre pared in edit io ns by Un ive rs ity 
postgradua te students. Graham Sad ler's 
br ief but informative s poken 
introductions to the items were a model 
of their kind. The ensemb le, in exp loring 
thi s littl e-kno wn repertory, is do in g 
ex actl y w ha t a Uni versity e nse mbl e 
should do - provid ing an enriching and 
stimulc1ting experience for s tudents c1 nd 
audience c1 li ke. 

In the afternoon I ventured out to the 
Chapel of St Ma ry the Virgin and St 
Everilda a t Everingham, just off the York­
Beverley roc1d . The chapel is well wor th 
a vis it fo r its own sake, being a 19th-

century lt c1 li an-designed church with 
Italian bas-relie fs inside. Th is im pressive 
inte rnal space prov ided the idec1 I locc1 tion 
to hea r three young cc1 rl y music 
performers - Katriina Boosey, Alison 
McGillivra y, and Robert How arth. 
Their concert of recorder and viol sona tas 
by Darnel, J.S. and C.P.E. Bach, Handel 
and dubi ous Handel (Leffl oth7 ) was full 
of va ri ety, w ith c1 mixture of trio sona tc1s, 
solo sona tas with continuo, c1nd sona tas 
\•vith obbligc1 to h c1 rpsichord. All th ree 
perform ers deserve praise and a rc well 
wo rth wc1tchin g ou t for. The Finn ish 
recorder player, Kat riina Booscy, played 
with g reat virtu osity and a rnther strnight 
tone (very un-Bri.iggen) which was very 
fe tching in its effect. The harpsichord is t, 
Robert Howa rth, punished himself with 
three obbligc1to ha rpsichord sonc1tas in a 
row, but c1cquit ted him self w ith g reat 
pc111ache and musicianship. I am already 
c1wa re of the wonderful cell o-plc1 ying 
ski lls of Alison McGi lli vrny, but this was 
the first time I hod hea rd her play the 
vio l, c1nd I lrnve to report th c1 t she is a 
very fin e plc1yer ind eed. Her ca refull y 
controlled tone, keen sensiti vity to the 
music and infectious musicc1 l spi rit gc1ve 
me a grea t dea l o f enjoyment. Concert 
organisers plec1se note: book these artists 
now! 

P.H. 

Harpsichord Extravaganza 

On 8 June 1998 the New London Consort, 
associate art ists of the Roya l Fes tivc1 I Hall, 
presented an event c1pparently unique in 
the ann c1 ls of ear ly music: the ' Mara thon 
Harpsichord Ex trn vaga nza' , a so rt of 
Seven Players for Seven - no, sorry, 
Twelve - Harpsichords. This wc1s c1s 
much a thea trical c1s a musicc1 l prod uction. 
As six o'clock approached, the audience 
s teadi ly fil ling the Purcell Room was able 
to ponder the open stage upon which the 
coming spectacle was to be acted out: 
twelve bcm1t ifully coloured ins trumen ts, 
arra nged apparently randomly within 
window less wa lls, were spotlighted from 
c1bove c1s if from hidd en stc1irwells: this is 
the set for a dramc1 in whi ch the main 
character - c1 mad co ll ecto r of old 
in s trum e nts - never mc1kes an 
appearance, a lthough we mi g ht 
occasionc1 lly hear his footsteps from above 
while we wc1 tch the s trange events tc1k ing 
place in his secret cl1c1mber. 

Six o'clock wc1s c1 necessmily emly start 
in order to fit in an c1mbitious programme 
covering the evolution of the keyboard 
repertoire from the 16th to 18th centuries 
and from one end of Europe to the other. 
The progrnmme was arrnnged by century 
into three pa rts, sepc1rnted by in tervals, 
the pc1rts in turn s ubdi vided into 
' regionc1l' sections, and the whole fram ed 
by prolog ue, ep il og ue, and tw o 
'entr'actes', mostly of works by J S Bach. 
This was ind eed a marathon, smoothly 
achieved by reserving applause for the 
end o f each section a nd by mov in g 
pla yers on and off th e s ta ge like 
com muni cc1 nts a t the c1ltc1r mil, each 



preparing to take part while another was 
in the act of doing so. The result was 
well -paced withou t being hurried. 

The drama began with all seven players 
entering a t once like the Ghosts of Music 
Past come to bring the collector's chamber 
to life; only after the applause, with the 
entrance of their handmaidens, the page­
turn ers, did it beco me clear thrit the 
chamber was in fact a tem ple, the players 
guardians of a past civilisation and we, 
the audience, dwellers in a sort of Dark 
Age to whon1 they, illuminated on stage, 
wo uld reveal th e preserved fla me. 
Conversion was instantly achieved during 
the prologue, the Allegro from J S Bach's 
' Italian Concerto', in which the sound of 
seven not-a t-a ll-shy keyboards played in 
uni son was positively orchestra l. 
Conclu sion: if you've got a harpsichord, 
what other instrument could you wa nt? 

Afte r the prologue the stage cleared and 
the journey began in earnest. In the first 
part, passing through Italy, the scene was 
set for the reverence of beauty, especially 
by Frescobaldi's Toccntn per Spi11c/li11n solo 
and Cn11zo11n dettn In Vittoria (Spi11etti11n 
so/a) performed by Jan Waterfield and Rob 
Howarth on an anonymous 17th-century 
Italian octave harpsichord and a Pesaro 
harpsichord of 1533. By the time we 
arrived in England the Pesaro harpsichord 
was richly resonant with a Grimald i 
harpsichord (1697), under the touch of 
Gary Cooper and Sharona Joshua, for a 
Pnvn11 & Gnllinrd by Ferdinand 
Richardson. Rob Haworth again 
impressed with Byrd's Selli11gers Round on 
a Flemish mu selaar (Antwerp c 1620). 
The 17th century (and the 20th?) closed 
with a ll seven players back on stage for a 
jazzy interpretation of La Bergnmnscn -
li vely, fun, a fairground organ gone wild. 

For the remai nder of the marathon the 
stage was rea rranged symmetrically: four 
harpsichord s to the left, four to the right, 
so that half th e keyboards faced the 
audience and half the soundboards. For 
the 17th century Jan Waterman, with the 
aid o f Rob Haworth, offered her ow n 
excellen t a rrangemen t of Biber's Partita I 
in d minor for two violins and continuo 
- a beautifully thea trical inte rpretation. 
The second part closed with Pasquini 's 
Sonata I in D major (14 sonatas for two 
fi gured basses) in which the music was 
ignited like a line of beacons from one 
pl aye r to another, only two of who m 
could see each other. Here the stunning 
and un ex pec ted aural e ffec t of th e 
ex travaga nza - that of hearing mu sic 
from constantly varying positions on the 
stage, so that the attention of the audience 
is repeated ly arrested as one musician 
after another takes li ght - was mos t 
clea rly fe lt. 

In the third part, Sharona Joshua and Paul 
Nicholson gave virtuosic performances of 
Royer (L 'Ai111nhlc and La Mnrc/1e des 
Scy thes) and Domenico Scarlatti (the allegri 
from the C major sonatas K460 and 461) 
respectively. David Roblou and Richard 

Egarr, however, s tole the show with a 
comic dialogue in Mozart's Sonata in C 
ma jor K19d ("A d11et for two pe1for111crs 011 
one Hn rpsichord" 1789). This was an event 
at which all the players gave unerringly 
characterfu I performances. 

So who was the mad collector - Philip 
Pi cke tt, who oversaw the eve nt, o r 
Malcolm Greenha lgh, who provid ed 
many of the instruments? Perhaps a bit 
of both. 

AH 

York Early Music Festival 

Two weekends at this yea r's York Ea rly 
Music Festiva l are, as a lways, excellent 
opportunities to sample the current s tate 
of (mainly) British ea rly-music-making. 
On Saturday 4th July, Emma Kirkby gave 
a rec ita l o f Eng lish madrigals 
accompanied by the Rose Consort of 
Viols . Th e rec ita l was s li ghtl y 
disappo in tin g, Emma Kirkby's vo ice 
sounding uncl1c1racteristically tired (she 
had been singing with the Acad emy of 
Ancient Mu sic on the previous even ing) 
and th e Rose Consort's pla yi ng too 
introverted for a public concert. The 
performances did " wa rm up" towa rd s 
the end, and by the time of her encore 
Emma Kirkby was back on top for m. The 
evening concert was a harpsichord duo 
recital given by Ton Koopman and his 
wife Tini Mathot. Aga in, I felt the music­
mak ing beca me be tte r as the conce rt 
progressed, being quite magnificent in the 
second half's Co11tmp1111cti from the Art of 
Fugue, and W.F. Bach's Co11certo i11 F. The 
solos in the first half, both from Koopman 
(Duphly's La Forq11erny) and Mathot (CPE 
Bach 's Fn11fnsin i11 CJ, were we ll ­
chara cte ri sed and s tylish, and th e 
performers ended that half w ith an 
enjoyable rendition of Soler's Concerto 
no.6. Nigel North followed in a late-night 
concert wi th music from Robert 
Dowland's 1610 collection in a perfectly 
judged, sensitively played recital. 

On Sun day mornin g the li vely young 
Quintessential Sackbut and Cornett 
Ensemble gave witty accounts of a variety 
of music with the countertenor Timothy 
Massa. The instrumentalis ts played with 
confidence and aplomb. Here at last one 
hea rd a group wh ich seemed to like 
making music together in public. The 
evening recital was given by Convivium 
(Elizabeth Wallfi sch, violin, Richard 
Tunnicliffe cello, and Paul Nicho lso n 
harpsichord). 1 did not warm to Elizabeth 
Wal lfisch's playing, and Ri chard 
Tunnicliffe's rendition of a Bach cello suite 
was ill-judged, both in its execution and 
as part of the overa ll programme. A solo 
from Paul Nicholson, who provided able 
support throughout the concert, would 
have been welcome. 

Much mo re rewa rdin g was Londo n 
Baroque's co ncert on the follow in g 
Sa turday lunchtime (11 Jul y) morning. 
Much beautfu l playing was hea rd, and 
the Viva ldi sonatas al Sn11to Sepolchro sent 
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a real shi ver down the spine. Chamber 
mu sic-maki ng at its best. This was 
followed by the winning Zi Lan Liao, a 
most engaging player of the ku-cheng. 
Miss Liao's reci tc1\ , together with her 
colourful anecdotes was excellent, and if 
you ever get the chance to hear her I 
recommend you trike the opportunity. 

On Sn turday evening the Yorkshire Bach 
Choir and Baroque Soloists were not on 
forrn in th eir s tod gy performance o f 
Hande l's Dixit D0111 i1111 s, and the 
perform ance of Bach 's Harps ichord 
Concerto in A which preceded it was also 
too weigh ty . By contrast, on the previous 
eve nin g, Pa ul McCreesh 's Gabrieli 
Consort and Players had given a superb 
recrea tion of High Mass from St Mark's 
fo r Christmas based around Rore's Missn 
Prader rer11111 seri11111. A s uperb 
performance from start to finish. Even if 
not a vintage yea r for York, the Gabrieli 
Consort made sure that, at least for the 
audience a t th is concert, Christmas had 
indeed come earl y. 

PH 

Bruges Early Music Festival 

Th e lrnrps ichord and forte pi a no 
competitions, together with its associated 
exhibition, should have mad e this yea r's 
Bruges fest ival a must for ea rly keyboard 
connoisseurs. 

To the concerts first of a ll. On July 29 
Davitt Moroney gave a recital from the 
new ly d iscovered manuscript o f Ma rc 
Roger Normand Couperin. This was a 
we ll-d e li vered and s tyli s hl y p layed 
programme, and we hope to report more 
on this exciting di scovery in a future 
issue. The evening concert that day was 
given by Nova Stravaganza directed by 
Siegbert Rnmpe from the harpsichord in 
a programme of Bach concertos including, 
in the second half, some concertos for 3 
harpsichords in which Rampe was joined 
by Robert Hill and Gerald Hambitzer. 
Rampe's rather mundane approach to 
performa nce in the fi rst half was 
transformed in to something more jolly 
when he was joined by his colleagues. The 
strings of the Nova Stravaganza played 
du lly with poor intonation and lapses in 
ensemble throughout the concert . The 
fo llowing evening (30 July) Les Talens 
Lyriques directed by Christophe Rousset 
showed how it sho uld be done in a 
programrne of French baroque mus ic 
including some delicious Leclair. There 
was real ensembl e here, and the soprano 
Karine Deshayes was warmly received for 
her performances of ca ntatas by Ramea u 
and Montecla ir. On 31 July two old 
ca mpaigners - flauti st Barthold Kuijken 
and harpsichordist Gustav Leonhardt -
joined forces for a mi xed progra mme. 
These arc popular performers a t Bruges, 
and the audience's applause showed its 
respect for Leonhardt's still disciplined 
playing and the wonderful sound which 
Kuijken elicits from the flute. 

Winter 1998 
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The next day brought the finals of the 
ha rpsichord and fortepic1no corn petitions. 
I shall refrain from naming the ensernble 
w hich accompanied the finali sts in the 
Mozart Piano Qu intet and the CPE Bach 
hapsichord concerto ind minor; they were 
perpetm1lly out of tune, a fec1 ture which 
even their prolific vibrato foiled to mask, 
shm,ved poor ensemble and made for too 
rnany errors to be at all acceptable. 

The fortepiano contest was very 
di sappointing. Most performers showed 
little awareness of c1ppropriate technique 
or style. There was a complete lack of 
diversity in articulation, no discrimination 
between the sty les required to play J.C. 
Bach and Moza rt, and a di s tinctl y 
Romantic interpretation to Mozart's music 
in the first place. A first prize ,,vas not 
awarded, and fo r what it's worth the 
second prize was shared between Elena 
Privano-Karl from Germany, and Soo­
Hyun Park from South Korea, neither of 
whorn exhibited firs t-class musicianship 
in the fin als. 

The harpsichord competition was only 
s li g htl y bette r. Again, inappropriate 
articulation, too- ready an eagerness to use 
rnanual changes, and no sense of overall 
a rchitecture led to at bes t dull 
performances. Perhaps the choice of the 
CPE Bach concerto (although a wonderful 
piece) was a rath er odd one for this 
competition. Con tinental Europe does 
seem to be unheal thil y besotted with all 
members of the Bach famil y, as if there is 
no music worthy of consideration outsid e 
of th at magic circle. The winner was 
Beatrice Ma rtin frorn France, who played 
accurately but unimaginatively. With 
more potential in second place was Aapo 
Hakkinen from Finland, who however 
needed to ha ve found a littl e m ore 
experience and d iscipline before ente ring 
this competi tion. Friends of mine also 
liked the fourth-placed Michael Sponseller 
from the USA. Bertrand Cuill er, from 
France, ca me third. To be honest, with 
this standard of playing (which ,,vould not 
be tolerated o n rn odcrn keyboard 
instruments at even the most parochial 
fes tival) , is it worth keeping the 
competition going? 

The concurrent exhibition of instrument 
makers was lively. Many commented on 
how fri endl y and well-managed was the 
organisation at Bruges, and that the rea l 
benefit for makers was less to find 
potential customers than the opportunity 
to meet up with colleagues and fri ends. 
If I too had not met up with fri ends at 
Bruges, the whole festival might have 
seemed qu ite dispiriting. 

PH 

South B.1nk Festival of Early Mus ic, 
London. 

Philip Pickett's festival at the South Bank, 

I Harpsichord & fortepiano 

Heavenly Harmony (4-6 September), gave 
an opportunity to hea r some firs t-class 
music from groups making rare UK visits. 
On th e Saturd ay a fternoon, Rinaldo 
Alessandrini gave a harpsichord reci tal, 
Capriccio, feat uring music by Frescobaldi, 
Picchi, Starace and Merula. You cannot 
find a m ore intelli ge nt and cogent 
approach to thi s mus ic than 
Alessandrini 's. But what really impresses 
is his grasp of rhetoric and Ja11tasia that 
makes this particular langua ge come 
alive. An excellent performance. 

Hesperion XX provided the first of the 
two evening concerts. There are not many 
groups brave enough to e rnpl oy one 
pe rformer (Adela Gonzalez-Campa) just 
on casta nets - although, as the concert 
p roceeded, one realised she provided her 
money's worth with all kinds of clapping, 
stamping and even dancing. The sound 
the group makes is terribly romantic (in 
the sense o f conjuring up a forgo tten 
'"'orld, Don Quixote- li ke) - no more so 
than in Jord i Savall 's viol playing, which 
is practically Casals. Add to thi s the 
'flamenco' guitar of Rolf Lislevand, the 
spiced pe rcussion of Pedro Estevan, and 
the delicious harp-pl aying of Arianna 
Sava ll , and you ca nno t ha ve a more 
sensuou s and ir restistable combination. 
Except, of course, that the star ingred ient 
- the voice that is like no other in the 
early mu sic world, that of Montserrat 
Figueras - has sti ll to be added. There 
were many moments of near ecstacy in 
this concert, perhaps the brief passage of 
Miss Figueras and Miss Saval\ singing in 
harmony at the end of the first ha lf be ing 
the best. Here is a g roup of g rea t 
musicians making great music, and for 
once I don't g ive a toss whether their 
performance of 17th century Spa ni sh 
music is scholarly or not. 

The second concert of the evening w.1s 
given by Picke tt's ow n New London 
Consort in their S011gs of A11gels 
prog ram me re v iewed above (see 
Beverley). Here the chorus was expanded 
to include male voices. I missed some of 
the intim.1cy from Beverley, and certainly 
th e more appropriate hi storic 
environment, but this was compensa ted 
for by exce ll ent performances and 
costumes. 

On Su nd ay I attended the Concerto 
Italiano concert with Alessandrini aga in, 
this time with sopranos Elisabetta Tiso 
and Rosa Dominguez. The sa me virtues 
found in Alessand rini 's ha rps ichord 
recital were found again here, with vocal 
mu sic by Monteverd i and Ross i, and 
harpsic ho rd pieces by Frescobaldi. 
Another excellent concer t in a w holly 
wor th while weekend . 

PH 

DISC 
REVIEWS 
Consonanze Stravaganti: 
Musirn Nnpoletn,w per orgn110, ce111lwlo e 
ce111bnlo cro111atico 
Christopher Stembridge (o rga n & 
harpsichord) 
Ars Musici AM 1207-2 

Thi s re presentati ve displa y o f 
Neapolitan music from the 16th and 
early J 7th centuries is presented in the 
form o f a magnifi cen t reci tal, in which 
the first eleven pieces are played upon 
the organ (in thi s case the wonderful 
Dionigi Romani of 1581 in the church 
of San Niccolo Oltrarno in Florence) 
and the second e leven upon the 
chromatic harpsichord (reconstructed 
from Praetorius' documentary evidence 
by Denzil Wraight in 1987 and pictured 
on the CD cover) and a copy of the 
Itali an harpsichord with some s plit 
keys of c.1620 in the Russell Collection 
(made in 1980, also by Denzil Wraight). 

I had expec ted a commi tted, 
thoroughl y researched pe rform ance 
from such a well-respected scholar and 
teache r o f earl y Ital ian keyboard music 
and the playing is indeed very natural 
and unforced, always finel y shaped, 
with clea r and meani ng ful articu lation, 
rh yt hmic vitality and sty li s h 
ornamentation. 1t offers us a genuine 
opportun ity to identify the forging of 
a sty le, from the ex is ting Spani sh 
element through the influence of the 
Flemish Jean (Itali cised to Giovanni) de 
Macque. I had not expected to be so 
excited by the wide musical range and 
va ri e ty of keyboard form s, from 
Macque, whom Stembridge regards as 
the fa ther of Neapolitan style, as well 
as in the work of his pupils, so well 
chosen and ca refully ordered on this 
disc whi ch opens with the thrilling 
Cnpriccio sopra re fn 111i sol. In the North 
of Ita ly, Gesualdo, son of the Prince of 
Venosa for whon1 Macque worked 
fro m 1585, and Scipione Stella heard 
Lu zzaschi (Frescobaldi's teacher) 
p erformin g upon Vincen tino's 
archicembalo. Gesualdo's touching 
and somewhat quirky Gnglinrda is 
included on this recording, as is Stella's 
bubbling little Seco11dn breve Cn11Zo11. 
W ith 31 keys to the octave, the 
archicembalo enabled any key to be 
utili sed without the sac rifi ce of the 
precious pure major thirds of mea n tone 
tu ning (which we hear to such good 
effect in the orga n pieces), but it also 
extended the language by making it 
possible for composers to include the 
extra chromatic semitones. In Na ples, 



the rnore rnod est 19 note to the octave 
chromati c harpsichord was common 
enough to be used to good effect for 
fu rther mod ulatory developrnent in 
important Tocca tas for the instrument 
by Mayone and Trabaci, and th ei r 
teacher's Seco11de Strnvngn11ze of the first 
half is taken to yet more adventurous 
reg ions in the second half of the CD. 
Francesco Larnbardo's lively Gnglinrdn, 
li ghter in style and registration than 
those by Tra baci and Gesua ld o, is 
contrasted with his sensiti ve, searching 
Toccntn. The development of the nex t 
generation is represented by Giovanni 
Sa lvatore (poss ib ly a studen t of 
Trabaci) in one of his two Toccatas, 
confide ntly displayi ng the expected 
Neapolitan surprise effects, and also 
two of hi s newe r, more formal ly, 
constructed type of Canzone on bo th 
orgnn and harpsichord, in addition to 
an organ Tocca ta for the eleva tion of 
the Hos t by Grego rio Strozzi, the la test 
cornposer of the di sc. 

It is a delight to hea r a perforrner so 
compl e te ly comfortable w i th th e 
repertoire and such a good gu ide to its 
charrns. I fully expect this CD to inspire 
queues at the British Library for Luigi 
Rossi's manuscript of pieces by hi s 
teacher, Macque, and others of their 
circle (MS Add . 30491), to cause a rush 
to obtain avai lable scores of all ea rl y 
Ita li an keyboa rd works and to fill 
ins trument-makers' ord er books for 
Italian chromatic harpsichords! 

Pe11e/ope Cnve 

Andrea Gabrie li: 
Pnss'e Mezzo & nitre 11111siche per tnstiern 
Fabio Boni zzoni (harpsichord & orga n) 
Stradivarius Dulcimer STR 33457 

Claudio Meru lo: 
Toccnte, Ricercnri, Ca11zo11i d'i11tavo/nt11rn 
d'orgn110 
Fabio Bonizzoni (harpsichord and 
orga n) 
Arcana A30 

ln Brita in, we se ldom ha ve th e 
opportunity to hea r the keyboard music 
of e ither Andrea Gabrie li (1533-1 585) 
or his co lleague and contemporary 
Claudio Mendo (1 533-1604). Therefore, 
on the all too rare occasions when we 
do encounter this often exceeding ly 
brilliant and seemingly improvisa tory 
music, we are probably liable to find 
much of it brit tle, highly virtuosic and, 
perhaps, lacking in matters of emotion, 
profundity and depth. It is not music 
that reveals all its qualities at one 
hea ring (why shou ld it?); nor is it music 
that is eas ily loved, if in va ri abl y 
admired. This is, of course, one of the 
grea t benefits of a reco rding - th e 
continued encounter w ith something 
that is unfami liar, in the hope that we 

come to an eventual understanding of 
it. 

Undoubted ly, Fabio Boni zzoni is the 
man best suited to th is task, for he has 
immersed himself over a pe riod of 
yea rs in the rich keyboard heritage of 
h is country. His seemingly wellnigh 
pe rfec t and judiciou s bl end o f 
scholarship and loving devotion rea ps 
rea l rewards on both these recordings. 

For my own tas te, I found that the 
Gabrieli CD was the most immediately 
compell ing, whilst the Merul o was 
more of a chal lenge. No practictioner 
would, presumably, play an entire li ve 
recita l of either Gabrieli, Merulo or 
Frescobaldi, for tha t matter - not in this 
country, anyway . Therefore, the music 
is best appreciated by listening to it in 
small batches, rather than at one sitting. 

These two CDs also give us the ra re 
opportunity to hea r some of Ita ly's 
most historic instruments - namely, the 
1519 Bi zarri-Antegnati organ as \•veil as 
a single-manua l harpsichord by Vito 
Trasuntino (1571) and an anonymous 
16th century instrument. Both the orga n 
an d th e two ha rpsichord s have 
und ergone lov in g res toration and 
sound bright, forthright and tona ll y 
well-defined. 

Me rulo's wr iting is th e more 
adventurous of the two composers - he 
dares more, both harmon ically and in 
terms of his di visions and fig11rn, than 
Gab rie li . Thi s is, essenti a ll y, 
experin1ental music and it is fascinating 
to hea r the diffe rent fo rms such as the 
Tocca ta, the Ricercare and the Canzona 
evo lving through the pens of these 
co mpl e menta ry, ye t contrast ing 
composers. The re is much fi gural 
audacity and some moments of grea t 
passing bea uty collected here - and 
mystery, too. In the case of Menilo, one 
of whose passions was alchemy, it is 
ternpting to ponder if there lie with in 
this music elements that might have 
lai n beyond the rea lms of mere tones 
a nd rh y thms Wha teve r th e 
hypotheses, the re is much gold here 
and little, if any, base meta l. 

Richnrd Leigh Hnrris 

Shakespeare's Musick: 
Songs & Dances from Shakes pea re's 
Plays. 
Musicians of the Globe / Phili p Pickett 
Philips 446 687-2 

The Musicians of the Globe's first disc, 
Shakespeare's Musick, concent rates 
naturall y enough on music tha t is 
contemporary, or near contemporary, 
with the Bard. It includes a ll th e 
surviving sett ings of songs from hi s 
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plays, plus arrangements of the popular 
songs a nd ba ll a d s me ntioned in 
passing. Thus th e disc provides a 
varied programme. There are pieces 
for mixed consort, lute songs, and solos 
for both the lute and the keyboard . The 
repertoire is of course well known, but 
it is pe rfor med here unde r Philip 
Pickett's direction w ith a remarkabl e 
fres hness. Ga ry Cooper p lays th e 
virg ina l pieces - Farnaby's Bo1111 y 
Sweet Robi11, Byrd's Ln Corn11to, Morley's 
Ln Volin (arranged by Byrd), and Byrd's 
0 Mistris Mi11 e - a ll fr o m the 
Fitzwi ll iam Vi rginal Book. These are 
di fficu It pieces, and too often one hears 
the details b lurred in s pl as hes of 
impressionistic runs and sca les, but 
Cooper is to be congratulated for 
rnainta ining impressive clarity through 
fin e a nd de ta il ed pl ay ing. Ja co b 
H erin gman's lute so los and 
accompaniments are also beautifully 
perforrned. Of the singers, I feel Joanne 
Lunn stands out with her beautiful 
tone, clear dict ion and ge neral 
ex pressiveness of line. One quibble: 
th e CD bookle t, w hich conta ins a 
characteristicall y informative essay by 
Andrew Pinnock, is stingy in not giving 
the names of the consort players of the 
Musicians of the Globe. I also fee l that 
instruments and thei r makers should 
s till be acknowledged. And, while I' m 
moaning, couldn' t the booklet mention 
the solois t(s) under each track rather 
than g iving us a ridiculous key to 
decipher? 

Alth ough wi th only a harpsicho rd 
presence in the continua part, I must 
mention a further disc by the same 
group - a performance of Thomas 
Linley's A Shakespeare Ode on th e 
Witches and Fairies (Phi li ps 446 689-
2). The piece was first performed in 
1776 with two of the composer's sisters 
tak in g part as sopran os. I n th is 
recordi ng Joanne Lunn is joined by the 
equally excellent Helen Parker; but the 
quality of s ing ing in this recording is 
a ll of a hi gh calibre and it makes little 
sense to si ng le out names. The work 
has become a grea t favourite w ith me, 
w ith its resonances of Purcell , Handel, 
Boyce and th e Geo rgian g lee. The 
orches tra is superbly conducted by 
Pickett, who typi call y brings out their 
role in conveying the meaning of the 
tex t. This is a disc that everyone 
interested in English music must buy. 

P.H. 

The Caged Byrd: 
Music for voices, viols & harpsichord 
frorn a time of persecution Vol. 2 
Sophie Yates (harpsichord), 
I Fagiolini, Concordia 
Chandos Chaconne Chan 0609 
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Just fo ur pieces fro m Yates on this disc 
of Byrd's mu s ic "fro m a t ime of 
persecution". Thi s is a ve ry good 
attempt by Chandos' ea rl y music label 
Chaconne to lure audiences from other 
musics and other ea rl y musics. There 
are also fine performances from the viol 
consort Conco rdia and th e choir I 
Fag iolini. The Q11ee11 's A/111a11, The 
Te1111 tl, e Pava 11 , S ir Willin111 Petre, 
Rowln11rl and an acco mpli shed 
Wnlsi11ghn111 are presen ted wi th a good 
d egree of fl ex ibili ty and spec ial 
treatments of the harn1onic and melodic 
tw is ts. An Eng li sh virginals woul d 
have been nice, but Ya tes' choice of the 
1994 ea rly Ita lia n instrument by Mark 
Ransom and Claire Hammett is a good 
second best. Overall the disc has too 
rnuch contrast. Even before reading 
that th e keyboa rd pieces we ren ' t 
recorded in the same loca tion as the 
rest of the music, I felt they were too 
separated in this purely audio contex t. 
With the exception of Wa/si11glw111 it was 
difficult to fee l totally at home withou t 
th e visual aspect of a performan ce. 
This is no refl ection on Yates' playing, 
which, on the whole, was secure and a 
del ight to hea r. 

Marti11 Perki11s 

Orlando Gibbons: 
Selected Harpsichord Works 
Richard Egarr (harpsichord) 
Globe, C LO 5168 

This idiosy ncratic disc is stam ped with 
the performer's personality, but does 
perhaps lack the vetting and editing of 
the so rt of production team found on 
one of the la rger labels. Rich ard Egarr 
has made a nurnber of recordings for 
Globe and I was sorry that the cover 
design d id not foll ow the fo rm at of hi s 
Louis Couperin and Res toration CDs, 
which would have given us the benefit 
of a la rge r re p roduction of th e 
interesting lost port ra it of Gibbons. 

Richard Egarr has chosen to play upon 
two modern instruments, both made 
in Amsterdam in 1996. The pieces are 
shared between a copy of a Flemish 
muselar virginals by Titus Crijnen, the 
so und of w hi ch he d esc ribes as 
harplike, and a copy of a 1640 Ruckers 
harpsichord, w ith two S's and a 4', 
made by Joel Katzman. Egarr ad mits 
this muselar virginals is too restricted 
in range for the cornplete repertoire 
and, a lthough ins trumen ts of th e 
Ne ther lands were imported, th e 
Engl ish virginals wou ld be my choice 
fo r Gibbons, one of James l's pri va te 
virg ina lists. The Stephen Keene in the 
Russe ll Co llection has the required 
bottom A and a good copy w illl 
merci full y sound far from ' harplike'. 

A programme of assorted pieces, which 
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he groups into modes and admits is 
his "perso na l view o f th is great 
composer's wo rk s" is inev itabl y 
somewhat random, as indeed are the 
six in Pnrthe11in; he mentions that he is 
"not accustomed to se ttin g out 
perform ance manifes tos" in hi s 
reco rdings, and that he chose those 
whi ch would di splay the composer's 
"e mot iona l and compositi onal 
virtuosity". He has deliberately omitted 
the two 'v irtuosic' sets of variati ons, 
whi ch is doing Gibbons an injustice I 
feel, especia ll y as M11sica Britta11ica's 
editor, Gerald Hendrie, suggests that 
Gibbons' vari ations upon Peascorl Time 
is eve n bette r tha n Byrd 's, a nd 
comparison w ith The Woods so Wild 
wo uld have been in te resting. The 
market for this music is not grea t; all 
the sadd er tha t a CD, devoted to a 
selection of the works of one of the 
great Eng li sh virgi nalist composers, 
shou ld not be more representative. 

Egarr' s performan ce does indeed 
convey his "admiration for Gibbons' 
ex traordinary art"; he plays the music 
w ith passion, the voices are always 
articulately presen ted, there is never a 
dull or inept run of semiquavers and I 
fou nd a lo t of his generous rubato 
persuasive, but one suspects some 
excesses might have been curbed by an 
in dependent, alert ea r; Kl aus A. 
Posthuma is credited with the whole 
production. In the much disseminated 
Pre/11 rli11111, from Parthe11ia, one wishes 
for a prod ucer who would say, "but 
you cannot have your ca ke and ea t it!" 
and so me ornament s and sprea d 
chords, fa lling before the bea t, might 
have been ve toed. Cha nging 
registration on the harpsichord, with in 
a piece, can nega te the advantage of 
the differentiation afforded between 
pieces. The listener needs to distinguish 
both the scale and the prime emotional 
content, without distraction, in such a 
major work as Gibbons' unsurpassed 
memori a l to The Lord Salisb11ry: His 
Pavi11 & Galiardo with its refe rence to 
Dowland's Lac/1ry11me. The opening of 
Wl,oope doe 111e 110 ham,, good 111 a11, 
beco mes more precociou s than 
charming, on a single four foot. Despite 
these mannerisms, I would prefer a 
perform ance which is over-enthusiastic 
in expression than the 1r1echanical, lack-
1 ustre performances w hi ch have 
marked some ex ponents of the English 
Virg in al school. Margaret G lyn 
observed that Gibbons did not shout, 
but hi s pe rsonal vo ice wo uld 
eventual ly captivate even the casual 
listener who wou ld keep returning to 
hear it again. 

Pe11clope Cave 

Thomas Tomkins: 
Keyboard Music Vols 3 & 4 

Bernhard Klap prott (Harpsicho rd & 
Virgina ls, O rga n) 
MDC 607 0705-2 & 0706-2 

The two CDs submitted for rev iew 
fo rm onl y half of Bernhard Klapprott's 
reco rding of the complete works for 
keyboard of Thomas Tomkins. I notice 
that Volume 1 contains the much loved 
Sad Pava11 for Th ese Distrncted Times and 
many of the more popular works, and 
that Volu me 2 was nominated for the 
Cannes Classica l Award. Volume 3 
contains the massive U t, re, mi, fa, sol, 
la, lasting 15 minutes 48 seconds whi ch, 
as Denis Stevens poin ted out in his 1957 
biography of Tomkins, "might well be 
ma rked fo r a virtuoso of re11rnrka/Jle 
stnmi11a "and is all the more impressive 
following, as it does, the version For A 
Begi1111er. Volume 4 con tains the pieces 
more suitable for organ. It is very 
sa tisfying to have a complete collection 
of thi s important composer, born in 
1572, pupil of Byrd and the last of the 
English virginalists; The Perpet11a/ Ro1111d 
(recorded in Volume 1) was possibly 
Tomk in s' latest composition, in 
September 1654, two years befo re his 
death. Klapprott's ar ticulation is always 
energe ti c and if he sometim es 
overplays the importance of the firs t 
bea t, it has immense rhythmic vitali ty 
which drives through to the very end 
of each piece. With play ing o f this 
ca libre, and wi thout hearing the first 
two discs, I recommend you to buy the 
whole set, as I certainl y sha ll. 

Bern ha rd Klapprott, postg radu ate 
student of Bob van Asperen and first 
pri ze w inner at Bruges International 
Organ Competiton in 1991, is now 
Professor of Harpsichord and Historical 
Keyboard Instruments a t the Franz 
Liszt Conservatory in Weimar and the 
A rts Conserva tory in Bremen. H e has 
a thorough and scholarly approach to 
the responsibi lity of accounting for 
every work and thus, in Volume 3, in 
ad dition to the main 12 or 13 pieces, 
he adds an appendix of fragme ntary 
wo rks and the Prelude of Volume 1 
w ith it s a lte rn a ti ve endin g. The 
accompan yin g notes are eq uall y 
thorough and specific fo r each piece, 
w hich co ns id e rably e nhances the 
understand ing and enjoyrnent of the 
listener. 

As a devotee of real ale and unbleached 
flo ur, I was delighted to read that the 
Sound Idea l of MDC is to produce all 
record ings in a natural acoustic, aiming 
at genuine reproduction, ori ginal 
dynamics and natural tone colours, and 
Klapprott's well -chosen instruments do 
ind eed sound ve ry p leas ing. The 
instruments used for Volume 3 are a 
copy of a G iu s ti ha rpsi chord by 
Cornelius A. Bom and a virginals after 
Marten van der Biest by Klaus Ahrend. 



Bernhard Klapprott gives clear reasons 
for his choice of organ rath er than 
plucked keyboard for Vol ume 4 o f 
Tomkins' unspecified keyboard works, 
and, bea ring in mind Tomkins' fifty 
years of sacred compositions for 
Worceste r Cathedra l and the Chapel 
Royal, it seems likely that many of 
these pieces were intended for liturgica l 
use within the mass. After the lengthy 
and brilliant 1637 Offertory, the last 
piece on the d isc is the rnore restra ined 
S11l,s tn11tinl Verse, to which Tomkins 
added the words "Jaus deo" in praise 
of God, as he has elsewhere, and one 
feel s th a t the whole substa n tia l 
collecti on is truly played in such a 
spirit. 

Pe11e/ope Cnve 

Purcell: 
Suites and Transcr ipti ons fo r 
Harpsichord 
Terence R. Charlston 
Naxos 8.553982 

Charleston plays an unspecified copy 
of an instrument by Bruce Kennedy 
whi ch has a clarity that makes up for 
poor presence throu g hout thi s 
recordin g. The e ight suites are 
interspersed w ith va rious theatre-rnusic 
transcri ptions; most notable are the 
Abrlelnzer Ro1111rl and Fairy Q 11 ee11 
Overture. These latter pieces are more 
convincing than the suites, which tend 
to lack v igour an d enthu sias m. 
Charleston's playing, however, makes 
up for this with unfailing precision and 
sensitivity o f touch, he lped by the 
sweetn ess of sound from th e 
ins trument. An excellent budget buy 
from Naxos (38 tracks), a lthough 
unlu cky that the di sc took three years 
to make it to the shelves, the reby 
nar row ly mi ssing th e hype of the 
Purcell-Draghi manuscript. 

Mnrti11 Perkins 

Tombeau: 
Germa n harpsichord music of the 
seventeeth century 
Sophie Yates 
Cha nd os Chacon ne Chan 0596 

'Tombeau' is a diverse exploration into 
the re latively unrecorded realms of 
17th-ce ntury Germa n harpsichord 
music. Chandos' marketing policy is 
to be com mend ed here, w ith an 
appealing front cover that makes one 
want to take the CD home. Once home, 
a comfortable journey is had, if a littl e 
gloomy, by good programming with 
reasonable contrast (goose bumps from 
merely read ing the sleeve notes). Many 
of th e key figures of the genre are 
represented, particularly Fro berger 
(three su ites, toccate and the tombeau 

for Blancheroche ). Muffatt, Pachelbel, 
Ker ll and Bohm also have their say: 
M uffatt's g minor Passacaglia from 
Apparatus Musico-Orgn11istic11s w as m y 
treat: Yates synthesises the numerous 
mixes of French and Italian styles in a 
homogenous way, perhaps too much 
in the case of the Froberger suites. 
Yates does herself no favours by trying 
to create the impression of a diverse 
stylistic playe r: she chooses 'darker 
sensual su ites' (captured well on the 
cover) w ith minor keys in abundance. 
Maybe some Frescobaldi o r Lou is 
Couperin would ha ve opened the 
w indow in this at-times stuffy disc. A 
good reco rd in g for an indul ge nt 
wallow, with very enjoyable playing. 

Francois Couperin: 
Works for Harpsichord 
Gustav Leonhardt 
Philips 454 470-2 

Mnrti11 Perkins 

ln th e case of many Couperin 
recordings, I fi nd the li ste nin g 
experience to be more cerebral than 
moving - more to do w ith observing, 
rather than enjoy ing, the musi c, and 
w here foll owing the w ritten score 
seem s to clarify and as sis t th e 
interpretati on, rather than detract from 
it. Leonhardt's latest Couperin release, 
on the other hand, requires littl e from 
the listener besides perhaps reflecting 
on Couperin's preface to Book One, 
where he declares himself forever 
"grateful to those who, by consummate 
skill supported by good taste, are ab le 
to render this instrument capable of 
expression," and where he sta tes that 
he would "much sooner be moved than 
astonished". Leonhardt's performance 
on thi s reco rding is direc t and 
compe llin g; th e re is nothin g 
perfunctory o r s tudi ed about the 
orna mentation or i11Cgnle, and th e 
technique is never allowed to obscure 
the musica l character. The muscu lar 
arti culation and voca l qua lity of 
Leonhardt's playing is applied with 
such sinewy suppleness and feeling of 
space and bread th that the music seems 
to be ard ently s inging to the li stener. 

The 65-minute recital comprises the 
17th, 21 s t and 2nd ordres, the latter 
being sli ghtl y truncated. The selection 
embraces many aspects of Couperin's 
style, from the Bach-like polyphoni c 
tex tures in Ln Couperin and La s11 pcrbe 
011 Ln Forq11erny, to the pieces in the lu te 
tradition such as Ln Gnr11ier and Les idi!es 
he11re11ses; from the descriptive character 
pieces such as Les petits 111011li11s ii ven t 
and Les timbres, to th e dance 
movements - both those which relate 
closely to the dances of the ballets and 
the styli sed dance, as in Ln Tcrpsicorc. 

51 

Particula r highlights for me were the 
Allemn11rlc: Ln lnboric11se (2nd ordre) 
whose dissonances and unex pected 
modulations are given space and 
breadth, Ln Gamier (2nd ordre) where 
the lute figuration s exp loit the 
reso nance of th e harp sichord's 
overtones, and the poetic Ln Co11peri11 
(21st ordre ) whi ch co ntain s 
chronrn tici sm and other strikin g 
harmonic effects, and which Leonhardt 
appears to relish by his live ly use of 
different articulations. Ln JinrpCc and Ln 
petite pi11ce-sm1s-rirc w hich follow it are 
also notable for the ir chroma tic 
language and the darkly introspective 
mood which characterises the whole 
ordre. The only sli ghtly 'fa lse note' that 
Leonhardt strikes in this recording is 
his disconcertingly eccentric manner of 
playing the cadenti a l cho rds in Les 
petites chrC111h'rcs de Bng11o let; a 
s uperficial quibbl e pe rhaps, but 
exaggerated by dint of its closing the 
whole programme. Some listeners may 
also disagree with the omi ss ion of 
certain repeats in the second ordre, for 
instance in La Tcrpsicore where l feel 
that the grandeur and gravitas does 
need the full weight o f the second 
repeat. 

The reco rding quality is on the whole 
clean and gives the instrument a certain 
lumin osi ty. However, the balance 
favou rs the trebl e and suffers from a 
receding bass which is parti cul arly 
apparen t in pieces requiring resonance 
on the low bass notes such as Ln Garnier 
and Ln S11perbe 011 Ln Forq11erny. 

A rather irresponsible sleeve-note failed 
to include any information about the 
harpsichord used for the recording, 
and, perhaps the more surprising in 
view of thi s being a Dutch production, 
made the oddly exclusive gesture of 
printing a substantia l philosophical 
rnusing on Couperin' s art in French 
only; the programme note for German, 
English and Itali an was quite feeble and 
unenlightening by comparison. 

Q uibbles aside, thi s is an essential 
recording, both fo r the harpsichord 
aficionado and for anyone who remains 
unconvinced of the sensuality and 
depths of feeling in Couperin's music. 
It also reminds us of the considerable 
advantage in listening to Couperin on 
disc, and how much of the sumptuous 
detail of this music is lost on stage. 

J. S. Bach: 
Flute Sonatas vol s. 1 & 2 
Petri Alanko (Flute) 

Pn111eln Nash 

Anssi Mattila (Harpsichord) 
Jukka Rautasa lo (Cello) 
Naxos 8.553754-5 
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The fi rst of these two CDs contains the 
e minor Sonata, BWV 1034, and Sonata 
in Eb, BWV 1031, the Partita for solo 
flute, BWV 1013, and the A majo r 
Sonata, BWY 1032, whi le the second 
CD consists of the b minor Sonata, 
BWV 1030, the sonatas in E, g minor 
and C (BWV 1035, 1020 and '1033), 
together with the G major Trio sonata, 
BWV 1039, with Hanna juutilainen 
playing the second flute part. 

The first two sonatas, in e minor and 
Eli, revea l some lovely playing from 
this Finn ish tri o . The e legance and 
brilliance of the music is clea rl y 
discerned he re and its effect in 
performance is bright and appea ling. 
The e minor sonata follows the four­
movement chiesn pattern, while the Eb 
sonata ha s three movements, the 
middle one being the popular g minor 
Sicilinnn. The unaccompanied a rninor 
Partita is not entirely idiomatic to the 
flute, and players have often found that 
there is not much breathing space at 
times, es pecial ly in the opening 
Allc111n11de. Was it w ritten at first for the 
violin? After this the A major sonata 
can be heard in a fine performance. 

Wolfgang Schmieder in his thema ti c 
ca talogue of Bach's music (Leipzig, 
1950, 3rd ed., 1966) grouped the six solo 
flute sonatas in two groups of three, 
viz., BWV 1030-2 and 1033-5.They are 
all thou ght to have been composed 
during Bach's years at COthen between 
1717 and 1723. Bach himself d id not 
make a set of these works as he d id 
with his various so lo keyboard suites, 
and 18th-century sources of the flute 
sonatas are sca nty. In the A major 
sonata the last of the three move rn.ents 
does no t seem to be known in a 
complete form. 

The A minor solo Partita survives in a 
copy which contains the six solo works 
for violin (BWV 1001-6). there is no 
question of its authenticity but it may 
be wondered if it was not played on 
the violin in Bach's day. Did he write 
other works for solo flute? None have 
come to light, but the production of one 
solitary example of the kind seems a 
littl e s trange. Perhaps some of the 
rnovernents in the solo viol in pieces 
were also played by flautists. 

The G major Trio sonata, BWV 1039, is 
thought to have been composed for two 
flutes and continua in the first instance. 
The wo rk was later (soon afte r?) 
arranged as the fi rst of three sonatas 
fo r viola da ga mba and continua (BWV 
1027). Anssi Mattila, writing in the 
accompa nying booklet to these CDs, 
however, suggests that the version for 
two flutes was an arrangement of the 
gamba sonata. The last movernent of 
the work is also known in an att ractive 
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version for so lo organ, BWV 1027a. 
Th e re is no reason to doubt the 
authenti city of these works. Even so, 
questions have been raised about the 
possibili ty that one or more of Bach's 
sons might have had a hand in them, 
but this cannot be the case if they date 
from th e Cothen period . The ir 
compositional ca libre, artistic design 
and beauty of thought do not point to 
the work of any other composer. 

The sona tas do not rea lly fit together 
in conven ient groups of three in the 
way Schmieder listed them. Two of 
them, BWV 1030 and 1032, have an 
ob/1/ignfo harpsichord part, whil e two 
of the others, BWV 1034 and 1035, have 
a continuo harpsichord part that ca lls 
for a realisa tion. The A major sona ta's 
earliest known copy is an incomplete 
autograph da ting from about 1736, and 
sorne of the other sonatas may also date 
from the later Leipzig period of Bach's 
li fe rather than the Cothen yea rs. In 
parti cular, the b minor sonata is now 
thought to date from the 1730s rather 
than the ea rl y '1720s1. In this long and 
wonderful work Bach appears to have 
presented the four movements in an 
unusunl order, viz., slow, slow, quick, 
quick. From the listing on the second 
these CDs it looks as though the work 
has only three movements, but all four 
a re here! Band 3 coves the third and 
fourth movements, und er the titl e 
Presto! As the order of movements in 
terms of tempo is so unusual in Bach, 
and in the early 18th century in general, 
pe rformers might consider reversing 
th e orde r of th e second and third 
movements in performance to bring the 
wo rk closer to the norma l order of 
movements in a chiesa sonata. 

The g minor sonata, BWV 1020, is an 
isolated work that is often played as a 
violin sonata as well as a flute sonata, 
and this provides another direct link 
between the two instruments for which 
some of these works may have been 
conceived. This sonata might be the 
ea rliest one here in term of its date of 
composition. It has been thought to be 
a youthful piece, a lth ough th e 
dimensions and scale of the outer 
movements, especially the last one, 
po in t to a composer of mature 
assurance and very acco rnpli s hed 
contrapuntal skills. 

The C major sonata, BWV 1035, has an 
unus u a l sche me, a nd order of 
movements, and it resembles in an 
in teresting way the format of the first 
Brandenburg concerto, BWY 1046, in 
providing short dance movements a t 
th e end . The combination of sonata 
movements and suite movernents, of 
c/1iesa and camera-ty pe pieces, is not all 
that co mmon in Bach, but su ch 
combina tions have obv ious attractions 

for performers and listeners ali ke in the 
divers ity of an individual wo rk's 
contents. 

The b minor sonata deserves a special 
commendation here. It must surely be 
one of the longest four-movement 
sonatas that Bach wrote, certainly for 
w ind ins truments, and its 
extraordinarily broad and spacious 
design is full of memorable melody and 
co unterpoint. Th e wo rk revea ls a 
composer as full of mastery in writing 
a large-scale sonata for a woodwi nd 
instrument as he was in writing one 
for the viol in (e.g. the E major sona ta, 
BWV 1016) and for the ga mba (e.g. the 
D major sonata, BWV 1028). 

These works for flute receive lovely 
performances on these new discs. Their 
tempi are a ll we ll chosen, and the ir 
re laxed and flu ent accounts will be 
we lco med by chambe r mu s ic 
enthusiasts as well ns by teachers and 
students in search of inspiration and 
ideas. 

Pe tri Alanko plays a 14-carat go ld 
Muramatsu flute. He is principal flu te 
in th e Finni s h Radio symphon y 
Orchestra, and teaches at the Sibelius 
Academy. 

Gwily111 Beechey 

I. For a de tailed di scussion of the the 
difficult problems surrounding the o rigins of 
the Bach flute sonatas, sec Robert L. 
Ma rshall' s article in the Joumnl of tltc 
A111aicn11 M11:;icolosicnl Socidy xxx ii (1979), 
pp.463-498 

J. S. Bach: 
Concertos for Two, Three and Four 
Harpsichords 
Robert Hill, Michael Behringer, Gerald 
Hambitzer, Christoph Anselm No ll , 
Roderick Shaw (harpsichords) 
Cologne Chamber Orchestra, Helmut 
Miiller-Briihl 
Naxos 8.5542 17 

These performances were record ed in 
Cologne in October 1996 and consist of 
the Bach c mi nor concerto, B WV 1060, 
the C major concerto, BWV 1061, and 
the c minor concerto, BWV 1062, all for 
two harpsichords, the C major concerto 
for three harpsichords, BWV 1064, and 
th e a min o r concerto for four 
harpsichord s, BWV 1065. 

Th e play in g on this CD is very 
agreeab le, and the soloists and the 
accompa nying ensemble g ive good 
accounts of these sp le ndid 
miscell aneous concertos. The keyboard 
p layers do not offer much add itional 
ornamentation and elaboration of the ir 
parts, but there are some occasiona l 
improvised flouri shes which are very 
effecti ve. The tempi are mostl y well 



chosen and the style of the performance 
is very plec1sc111t and attractive. 

The c mi nor conce rto, BWV I 060, is the 
famous work that is thought to be an 
arrangement of an origina l concerto for 
oboe and violin, or, more probably, for 
two violins in d minor, especiall y in 
the light of the activity fo r the soloists 
in the third movement. 

The C major concerto, BWV 1061, a lso 
has an accompan iment for a s tring 
e nsembl e, b u t o nl y in the o uter 
movements. It is often presented as a 
concerto without a ripieuo ensemble, 
and the performance here is given by 
two soloists alone. In this form the 
work is very pleasing, and it might well 
be heard more often in thi s way in 
recita ls of m usic for two harpsichords 
(or pianos) when other instruments are 
not present. 

The c minor concerto, BWV 1062, is a 
keyboard a rrangement of the famous 
'double' concerto for two violins in d 
minor, BWV 1043. The keyboard 
arra ngement may have been made by 
C P E Bach. Both forms of the work 
wou ld have been played in Bach's 
life tim e, th e ve rs io n for violins 
originating in C0then about 1720, and 
the keyboc1rd version being made in 
Leipzig in the mid -1730s or so. In the 
performance of the latter version here 
the first movement is played rather too 
fast, and it all tends to sound too 
rushed and hurried. In some of the 
movements in these performances, as 
here in the first and last movemen ts, 
the final chords of the movements are 
too ab ruptly snatched off, giving no 
st ron g fee ling of finalit y after an 
impressive contrapuntal argurnent. In 
the slow movement of this work the 
solo string parts are rather missed, as 
their more prominent susta ined tone is 
normally preferred to the more fl eeting 
sounds of the keyboards on the long 
notes. Perhaps some of these long 
notes, in the main th eme and 
e lsewhere, should be ornamented with 
long or short trill s, an d perhaps the 
mo ve ment is ge nera ll y played too 
slowly. 

The C major co nce rto for three 
ha rpsichord s, BWV I 064, is a 
marvellous work that is all too rarely 
hea rd. Both the outer moven1 ents c1 re 
brilliantly written, and the last 
movement, espec ially, is given a 
wo nderfu l performance he re. 
Wolfgang Schmieder in hi s Bach 
Verziec/111is suggested that the work 
had its origins in a concerto for three 
v io lins an d st rings by another 
composer (a nd who indeed?). This 
is an unconvincing suggestion in the 
li g ht of th e hi g hl y idiomatic 
harpsichord writing, particularly fo r 

the player' right hands, and also in the 
li g ht of quality and sca le of th e 
con trnpuntc1l compos ition. The fir st 
movement has 141 bars in 4/4 time, 
while the last has 192 in 2/2 time. 

The a min o r conce rto for fo ur 
harpsichords, BWV 1065, is the fa mous 
arrange me nt th c1 t Bach made of 
Viva ldi 's concerto for four violins, Op. 
3 No. 10 (RV 580) in the set of works 
published about 1715. Bach a rranged 
six of the set of twelve concertos Op. 3 
(Nos. 3, and 8-1 2) as harpsichord or 
o rga n wo rks, and most o f these 
arrangements were probabl y made for 
his Leipzig concerts in the 1730s. 

Vivaldi's b minor concerto was scored 
for fou r solo violins together with some 
solo passages for a viola and cell o. The 
tutti violas were subd ivided and cellos 
were suppo rted by ba sses a nd 
harpsichord. Much of the bass line was 
figured. Bach arranged the work in a 
minor for four keyboards with a four­
pa rt st rin g texture in support. 
Apparently he did not figure the bass 
part at all, although an extra continua 
keyboa rd playe r is needed, as the 
ripie110 bass line is very often 
independ ent of the other four (even 
when they are all playing!). Bach's 
arrangement a nd e laboration of 
Vivaldi's score was brilliantly done, 
and he helped his playe rs by giving 
them music to play in an easier key, 
and also by giving them a wonderful 
array of contrapu nta l ac ti vity and 
interplay largel y of his own inven tion. 
In order to app rec iate Bach's 
ingenuiti es in dea ling with a keyboard 
version of Viva ldi's score, see the first 
movement, bars 86ff, where passages 
of demi-semiquavers and trill s were 
added to Viva ldi 's plain repe titive 
rhythms, and also the last movement 
where the character of the main theme 
was enli vened by two very simple and 
sma ll changes to its notes and rhythms. 
These sl ight changes anticipated much 
of the increased rhythmic content and 
contra pun tal enhancement that Bach 
introdu ced in to the sco re of thi s 
marve ll ous reworking of Viva ldi 's 
music. The two themes are shown in 
the musica l example below. 

In the performance on this new CD the 
third movement is pc1 rti cu lc1 rl y well 
plc1yed, and it conveys a very s trong 
rhythmic grip and ente rprise. 

Vi~oldi 
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The booklet that comes with the CD 
provid es co mme nta ry in English, 
French and Ge rm an. 

Gwily111 Beechey 

J. 5. Bach: 

Brandenb urg Concertos 
II Giardino Armonico / Giovanni 
Antonini 
Teldec 4509-98442-2 (2 CD) 
Brandenb urg Concertos 
Camera ta of the 18th Cen tury / Konrad 
Hiinteler 
MDC 311 0746-2 (2 CD) 

Cembalokonzerte volume I 
Concerto Ita li a no / Rina ldo 
Alessandrini 
Opus 111 OPS 30-1 53 

Ha rpsichord Concertos volume II 
Academy o f Ancient Music/ 
Christopher Hogwood 
L'Oiseau-Lyre 448 178-2 

Harpsichord Concertos vo lume 1 
The Purcell Quartet 
Chandos CHAN 0595 

This collection of Bach concerto di scs 
allows us to directly compare different 
interpretations of the sa me concertos. 
Firs t, however, a brief summary of 
what the three non-Brandenburg discs 
have to offer. 

Rousset, with the Academy of Ancient 
Music, presents performances of BWV 
1052, 1054 and 1056 (see below), pl ayed 
with pa nache and passion. This is the 
baroque concerto writ large as a full ­
scale drama between solo protagon ist 
and orchestral tutti. Rousset is helped 
with his seemingly faultless technique 
and nose for melodi c shape by a no­
nonsense copy by Goble & Son of a 
1720 Fle ische r dou b le- ma nual 
in s trum ent, and a (too) gene ro us 
recording balance favouring the soloist. 
Brimming with erotici sm, this is the 
disc to give your lover. The violin 
concerto in E , from which BWV 1054 
was a rra nged, is in clud ed as an 
appe ndi x in the we ll-kn own 1981 
recording wi th Jaap SchrOder as soloist. 

A lessa ndrini, w ith the Co ncerto 
Italiano, also offers performan ces of 
BWV 1052 and 1054 (see below), 
together with BWV 1057 and 1044. 
Theatre is here rejected in favour of the 
personal piety of the cantata aria. With 
Alessandrini bringing his renowned 
detailed reading of line, and eliciting a 
simi lar attention to deta il from hi s 
ripieno band, these performances have 
a lot to recommend them - even if 
his Dulcken copy and the recording do 
give a certa in distance to some of the 
works. As mi gh t be expected, the 
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'bra iny' triple concerto for flute, violin 
and harpsichord (where Alessa ndrini 
is joined by Claud io Rufo, flute, and 
Francesa Vicari, violin ) works best, and 
in places is quite ravishing. A d isc to 
give your sister who has a predilection 
for ecstatic visions. 

The Purcel l Quartet play Brandenburg 
no.Sand the c minor concerto fo r h•vo 
harpsichords (BWV 1062); the latter has 
Paul Nichol son joining Robert Wooley 
who is the soloist in the Brandenburg 
as well as in BWV 1054 and 1056 (see 
below). The approach here is s trictl y 
one-to-a-part charnber-rnusic making, 
entirely appropriate to th e baroque 
(and even c lass ica l?) co nce rto . 
Unfortu nately, althoug h there is 
nothing \•Vrong per se, something fai ls 
to endear this disc to this rev iewer. It 
coul d be the rather uninte resting tone 
of the Mietke copies played by the 
h arps ichordists, or the ra th er 
unforg ivi ng s tring playin g, or an 
unrewa rding reco rding environment, 
or ind eed th e rat he r me tronomic 
rhythmic momentum, whi ch deprives 
this disc of joy. One to give to that 
teetota l maiden au nt who reads Hegel 
in the origina l Cerm<1n. 

Brn11de11b11rg 5 
11 Giard ino Armonico fail to excite with 
th eir performance. Miche le I3archi 
performs on an instrument he built 
himself, which - in this recording at 
least - sounds fa in t ly unpleasant, 
having a dry rasping quality. There is 
a whi ff of the 'routine' about this 
interpretation that makes even a few 
sectiona l breaks in the cadenza seem 
mannered rath e r than develop ing 
naturally from the music. I also fai l to 
hear the ripie11a clearly w hen it 
contributes to the discourse. Yes, Bach 
marked it piano; but surely that was to 
,varn the performers to get the balance 
right, not to surrender it to the soloists 
altogether, otherwise why would he 
have bothered to g ive th e 
instrumentalists thematic tags? Ba lance 
is a prob lem to so rne exten t with all 
the recordings under reviev.r. 

The first movernent, with its concitnto 
opening, is one of the most exciting in 
baroque music, so it is a pity th<1t the 
Purcell Quartet overemphasises the 
first of the two repeated semiquavers 
so much that we lose the essence of 
this theme. Robert Woo ley p lays on a 
si lvery Mietke copy in a much too 
resonant acoustic. The flute is record ed 
too close, even overpowering the violin 
at times! The interpretation is virtuoso 
but rathe r prosa ic. Whether Bach' s 
cadenza is syrnboli c or merely a tribute 
to a newly acqu ired harpsichord, it is 
an ex traordin ary passage and surely 
merits some special thou ght. 

I Harpsichord & fortepiano 

The Camerata of the 18th Century, wi th 
Jacques Ogg as soloist, gives the fastest 
pe rformance of the firs t movement -
a nd the most characterful. The 
semiqua vers are d istinct, more of the 
ripicno ca n be hea rd in the episodes, 
and there is some particularly 
ex pressive playing, especiall y on the 
flute (Kon rad H(inte le r), whi le the 
sound of the harpsichord manages to 
avo id th e disadvantages of the 
previously mentioned instrurnents. In 
add ition, Ogg provid es a sp lendid, 
well-t houg h t-out approac h to the 
cadenza. There is, ho·wever, one catch: 
the harpsichord is ve ry distant. I 
imag ine that in a modern concert 
performance this mi ght be how you 
woul d hea r it from the mid-stall s, but 
surely there is every good reason fo r 
reco rding this co nce rto from the 
position of the harpsichordist? 

In the second movement, the Pu rcell 
Qua rtet just abou t have the edge, and 
here the reverberatio n in the ir 
record ing helps to present a sensuous 
and silky cham ber sty le. II Gia rdino 
Armoni co gives the fullest realisation 
to the continua pa rt and have the rrwst 
ex tensive embellishments, but the end 
result is dry and even choppy at times. 
In the final movement this group do 
something odd by transposing one of 
th e harpsichord passages dow n an 
octave. The Camerata again produces 
the most ex pressive perfo rmance, and 
is the on ly ensemble to avoid a vulga r 
in terpretation of the viola cnntal,i/c.' solo. 
It is a pity that the d istant ba lance 
deprives this perfornrnnce of a whole­
hearted recommendation. 

BWV 1052 
This, one of the most nrnture 
ex pressions of the baroque, receives 
two equally-excellent perform ances by 
Rousset and Alessandrini. The Rousset 
is recorded closer, which helps ,vith the 
drama of the first movem ent, but 
ovewhclms too much in the second. 
Both in terpreta tions are dramatic, and 
the s trings of the Concerto Italiano in 
particu lar do fu ll justice to the rhetoric 
of the musica l language: take the husky 
opening and closing phrases of the 
middl e movement, for in s tance. 
Hagwood and Rousset offer a da rker 
interpretation of the work, Alessandri ni 
a more flamboyant one. There is little 
to choose between them. 

BWV 1054 
Again, there is little to choose between 
Alessandrini and Rousset - in fact, the 
recording balan ce is bette r for 
Alessandr ini in thi s co ncerto, a nd 
shows his perform ance and instrument 
off to bette r advantage - which, 
togeth e r with a s li ghtl y more tense 
performance, comes close to inspiring 
an outri ght preference. As with BWV 

1052, th e s low mo ve me nt o f the 
Hagwood is particula rl y skewed 
towards th e harpsichord. ln thi s 
instance we must take into account a 
thi rd interpretation, that by the Purcell 
Q uartet. Thi s is rn uch more of a 
chamber music interpretation, whi ch 
s hou ld in th eo ry ha ve much to 
com mend it; I fi nd, howeve r, that the 
string playing is too under-articulated 
for my taste, and the sound of Wooley's 
Mietke seen1s a bit weak-li vered when 
compa red to th e oth e r so lo ists' 
instruments. 

BWV 1056 
Wooley and the Purcell Qua rtet's rather 
relaxed view of the music does have 
its attractive qualities. H.ogwood and 
Rou sse t, however, play it as hi g h 
dranrn, and release a rainbow of colours 
whi ch make the Purcell Quartet seem 
rathe r kitchen-sink. 

Tl,c Brn11denb111gs 
Of my preferences between the two sets 
ove rall, I wou ld plump for th e 
Camerata of the 18th Century over II 
G iardino Armonico. The latter' s 
performance is not fa ul ty in any way: 
in some respects the virtuosity, as we 
wou ld ex pect from these players, is 
breathtaking. But curiously it is their 
rathe r lacklustre approach to colour 
and ar ticul at ion (wh ich made their first 
Vivald i discs so noteworthy) that gives 
the edge to the Ca merata. What colour 
we do have from II Giardino is churlish, 
a lmost yobbish, as with the in-yer-face 
horns in Brandenburg 1! Balance is also 
not always sensitively handled in this 
recording. 

By co nt rast the · Ca me rata's 
perfo rmances are exc iting (no.2 is 
almost like a jam session), but have the 
added ing red ients of a we ll-thought­
out approac h to articulation and a 
con tinuall y exp ress ive app roach to 
phrase that makes the music dance or 
sing depending on context. Curiously 
e nough, g iven the direc tion of II 
G iardi no Arm on ico by the recorder 
p layer Giovan ni An to nini , in 
Brandenburg 4 the recorde rs of Daniel 
Bri.iggen and Konrad Hi.inteler produce 
the more erotic performance. The 
Camerata set is a worthy addition to 
the ca tal ogue. 

Conclusio11 
You probably a lready have the classic 
Hogwood-Rousset discs, so if I were to 
recom mend one recording it woul d be 
that of the Concerto Itali ano, especially 
for its fine string playing. It is a pity 
that a number of the recordings are 
hampered by poor unde rstanding by 
sou nd engineers of what is music;illy 
necessary in this repertoire. O ne 
question: with appa rently so little to 
say about the music (one almost senses 



the routineness in some of these 
recordings) why do so many groups 
continue to record such well-served 
repertoire? 

PH 

"'a duoi cembali": 
Musique allemande pour deux 
clavecins 
Attilio Cremonesi & Alessandro de 
Marchi 
Harmonia Mundi HMC 905235 

Duel or duet? The answer lies, 
suspect, in a subtle combination of both 
arts and no more appropriately than in 
the three works by Johann Mattheson 
which open this intriguing collection 
of music by German composers for the 
rich combination of two harpsichords. 

Mattheson (1681-1764) received 
instruction in the varied arts of singing, 
gamba, lute, organ - and fencing. The 
latter skill was, no doubt, begrudgingly 
attested to by Handel at some point 
after their famous skirmish. His 
duelling aside, Mattheson was clearly 
sornething of a renaissance figure and 
polymath; a musical giant bestriding 
the 18th century in his multiple role of 
composer, writer, lexicographer, 
executant and critic - a figure akin, 
even, to Dr. Samuel Johnson, whom 
Mattheson somewhat resembled . 

In both the Sonata (track 1) and the 
Treizieme elude (track 6), Attilio 
Cremonesi and Alessandro de Marchi 
display consistent, often dazzling 
alertness, brilliance and sensitivity, as 
well as seemingly instantaneous 
empathy in the art of recreating and 
extemporising over a figured bass. This 
arcane, noble and extremely difficult 
skill is here brought off with enormous 
panache and certainty, as is the very 
different and more formal requirements 
of Mattheson's French-sounding Suite 
in g minor (tracks 2-5). The usual four 
dances of the Baroque keyboard suite 
aln1ost evoke the grandeur and 
resonance of Couperin le Grand 
himself, so rich and elegant is 
Mattheson's skill in combining the two 
harpsichords. 

Christoph Schaffrath's Duetto in a 
minor (three movements) may not be a 
major work, but it wears its parade of 
galant features with pride. Tuneful and 
thin in texture it may be, but the 
expressivity and sighing suspensions of 
the Adagio have their own grace and 
charm which is captured to full effect 
by Cremonesi and de Marchi. 

W .F.Bach's Concerto in F has 
established itself as something of a 
classic in this not overburdened 
repertoire, but ironically this receives 

probably the least convincing 
interpretation on the whole disc. Often 
unsteady in tempo with phrases 
unnaturally pushed forward, plus 
excessive deployment of te11uti at 
moments of harmonic significance and 
a questionably quick tempo for the first 
(Allegro moderato) movement, this 
performance is certainly disappointing 
and is not recommended, although the 
duo's ensemble remains tightly 
coordinated. 

Krebs, favourite pupil and copyist of 
J. S. Bach ("He's the only crayfish in 
my stream ... ") is represented by his 
Concerto in a minor, a popular work 
written for the Dresden court in 1753. 
Competent and stylish in its writing, it 
duly receives a like performance. 

With the exception of the W. F. Bach, 
this is a valuable and exciting issue 
containing rare material which is 
played with much verve and flair. The 
two instruments are both copies of a 
Mietke, one made by Alan Gotto, the 
other built by Martin Skowroneck; both 
harpsichords blend well and sound 
very satisfactory. 

Richard Leigh Harris 

J. S. Bach: 
Transcriptions and arrangements of 
works by his contemporaries. 
Patrick Ayrton (harpsichord) 
Globe GLO 5166 

It might be wise to issue a prefatory 
warning before listening to this 
recording; not in terms of the 
performance, I hasten to add, but rather 
to those listeners who are either allergic 
to keyboard transcriptions and/ or 
resistant to the use of a 16' stop on the 
harpsichord - more on this later. For 
those of you who are incorrigible 
purists, stop reading now; for the 
remainder, this is in many ways a 
thoroughly refreshing release of works 
that are seldom or, at least, infrequently 
heard. 

To the contents, then - these include 
six concerto transcriptions, four violin, 
one organ and one oboe original by 
Vivaldi, Marcello, Telemann and 
Johann Ernst von Sachsen-Weirnar, 
plus a Prelude & Fugue in b minor on 
themes from Albinoni's Trio Sonata Op. 
1 . This latter work is placed at the end 
of the recording - a strange choice, 
perhaps - for its possible interpolation 
between two sets of three concerti 
would have given the ear a change of 
both texture and of structure. 

J. S. Bach created these transcriptions 
mainly between 1713-1714, for the 
recreation and instruction of the young 
prince Sachsen-Weimar. Whilst 
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remaining faithful to the originals in 
structural terms, Bach clothed the bones 
of the harmony in his own inimitable 
manner, fleshing out and ornamenting 
melodies of slow movements and 
filling out the texture of the fast, outer 
movements. 

Patrick Ayrton infuses his playing of 
these works with skill, clarity in the 
part-playing and enthusiasm. The 
harpsichord by Nicholas Macheret in 
Switzerland is a copy of a 1734 Hass. 
This is where our 16' stop issue returns 
to raise its authentic-or-not head. For 
our present-day taste, the use of this 
stop harks back to an older tradition of 
playing that for many players and 
listeners seems distinctly questionable. 
Yet, the specification of the 1734 Hass 
indisputably includes this stop on its 
lower manual. 

It has to be said that protracted use of 
this stop can be somewhat wearing, yet 
it is undeniably effective in registral 
terms vis (I vis the quasi-orchestral tuttis 
of these Venetian concertos. As Ayrton 
argues in his own lucid notes, this was 
never a problem in the perception of 
organ registration, so why on the 
harpsichord? 

To specific works - I noted that tracks 
[4], [5] & [15] were particularly 
effective, with a highly expressive and 
affective Largo in the Vivaldi-based 
Concerto in g minor, BWV 975. Less 
convincing were the rather under­
powered opening octave statements of 
the Marcello-based Concerto in d 
minor, BWV 974 (first movement, track 
[7]). 

Two final comments or thoughts: all 
six concerti on this recording have no 
tempo indication for their first 
movements. Does this imply that 
"tempo ordinario" ( crotchet/ 
quaver=S0) is to be assumed? Secondly, 
it seems that the slow movements are 
the true heart of each concerto, rather 
than the fast, flanking movements. 
Listened to in this spirit, we might 
rethink our notions as to just what an 
18th century Venetian concerto is. 

Richard Leigh Harris 

Antonio Soler: 
Souatas for the Harpsichord (Complete) 
Vo/11111e 4 
Gilbert Rowland, harpsichord 
N axos 8.553465 

Recorded over a two-day session that 
overlapped with the recording of 
Volume 3 of this series (mid-July 1995), 
the indefagitable Gilbert Rowland 
continues on his voyage through the 
extraordinary Sonatas of Antonio Soler. 
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This fact alone, given the weight of the 
task in hand, might not appec1r to bode 
well for the current disc in terms of 
stan1ina, consistency and attention to 
detail. But these initial doubts have 
been proved ground less, as it is clear 
to hear. Everything appears to be in 
place and Gilbert's preparation and 
enthusiasm have combined to give us, 
once aga in, a disc which is weighty, 
full of va riety and a showcase for some 
tru ly astou nding harpsichord writing. 

As in the previous issues, the recording 
venu e and the instrument remain the 
same - Epsom Col lege concert ha ll and 
a copy by David Rubio of a Taskin 
harpsichord. Clea rly, Rowland has the 
full measure of thi s music (litera lly) a t 
his fin ge rtips. Time and again, he 
points up those seemingly small details 
- a quirky harmonic excu rs ion, fo r 
example - that other players are apt to 
miss; all of thi s w ithout recourse to 
over-emphasis and exaggeration. 

Now to particu lar recommendations: 
Sona ta No.41 in F [track SJ, a 
hauntingly me lod ic work, o nl y 
disturbed by low and ominous pedal­
notes and unpred ictable modulations 
(a subject o n whi ch Sole r wro te a 
treatise, published in 1762); also the two 
Sonatas in e minor (tracks 9 & 10), the 
first solemn and grand iose - the second, 
a swirling, gli ttery Toccntn-cum-Etude 
fea turing parall el thirds and mu ch 
chromaticism. 

Given the nature and unremitting 
schedu le of Padre Sole r's li fes tyle at the 
Escor ial monastery, it is a soberin g 
th o ught to refl ec t ju s t how mu ch 
composi tion he was able to achieve -
and all this on only an average of fou r 
hours sleep a night; presumably, not a 
nocturnal patte rn w hi ch Gi lber t 
Rowland has emu lated. At least, not to 
judge from his playing on this CD. 

Riclwrd Leigh Horris 

Leclair: 
Sonates en tri o op. 4 
London Baroque 
Harmonia Mundi HMC 901617 

Mondonvill e: 
Pieces de clavecin avec voix ou violon 
op. 5 
Judith Nelson (so prano), Willaim 
Christie (ha rpsichord), Stanl ey Ritchie 
(violin) 
Harmonia Mundi HMA 1901045 

I shall s tart by saying tha t the quality 
of the music on the London Baroque 
disc, and the quality of its performance, 
is first-rate. Listening to all six sonatas 
in one sit ting is sheer delight; there is 
nothing in the least fonnulaic about the 

I Harpsichord & fortepiano 

inspiration of the composer, or of the 
in te rpretat ion by th e perform ers . 
Nevertheless, one s ti ll hopes th at a 
record company w ill be ad venturous 
enough to commision a recrea tion of a 
Coucert Spiritucl which, with its mi xture 
of sacred vocal music, sonatas and 
conce rtos, cou ld potentiall y s ho w 
Leclair's mu sic to even grea ter 
adva ntage. As it s tands, this disc well 
compl em ents Simon Stand age's 
exce ll ent survey of Lecla ir's violin 
concertos with Coll eg ium Musicum 90 
for Chaconne. 

The sonatas, p robably composed in the 
early 1730s, generally fo llow the same 
plan: prelude / fu gue / slowish triple­
tirne or compound-ti me movement / 
fast duple-t ime movement. This does 
not do ju s ti ce however to the 
differences that Leclair introduces to 
make each sonata unique; for example, 
no.3 has five movements, and no.6 a 
wonderful gnvnfta as a third movement. 
The accompanyi ng notes by Nea l 
Zaslaw are disa ppointingly brief. The 
Italian influence on Leclair's work is 
traced but there is no discussion of why 
th e Frenchman' s music does not 
therefore sound the same as Corelli 's 
or V iva ldi 's. The cover shows a detail 
of Boucher's Le Deje1111er but, to my 
mind, there is more than a whiff of a 

JCte cltn111petre in these sonatas, and it is 
this unification of court and country, 
French and Itali an, that is the key to 
Leclair's unique voice. Perhaps the 
sa me artist 's Shepherd pipi11g to a 
shepherdess in the Wa ll ace Collection 
would have made a more appropriate 
cove r? 

The performance by London Baroque 
is superb: it is passionately involved 
without resorting to the gimmicks of 
ext rem e tempo, overemphasised 
rhythmic gesture, grating violin tone 
o r vulgar displays of virtuosity. If 
Leclair eve r p layed these w ith hi s 
colleague Locatelli I should imagine a 
very different performance wou ld have 
resulted, but I am more than happy that 
on this recording the egos of the two 
violin ists, Irmgard Schaller and Richard 
Gw ilt, a re happy to eschew 
competition, and instead complement 
each other with th e utmost 
musicianship w ithin the confines of the 
bo11 go,1 / demanded by this genre. What 
is even better is that Charles Med lam's 
ce ll o and T erence Charlsto n's 
harps ichord (the latter's leve l of 
intervention w ithin the texture strikes 
me as just right) are equal partners to 
the vio lins. In fact when I hea r trio­
sonatas played to such fine effect I ha ve 
seve re doubts whether the st ring 
quartet should ever have replaced them 
as the predominant mode of chamber­
music making. If onl y Haydn and 
Moza rt had been born half a century 

or so earli er, we might muse; ye t, 
acknow ledging that it is probably too 
late to stop the rot, we are more than 
grateful for this fine record ing of some 
rea ll y dis tinguished music by Leclair. 

Whereas Lecla ir manages to crea te a 
new, vigorous language from a 11u!la11ge 
of French and Itali a n e le ments, 
Mondonville's attempts, a t least in his 
Op.5 reco rd ed here, are far less 
successfu l. The resulting styl e is effete 
and enfeebled, a tex tural rush-hour 
failing to compensate for the lack of 
rea l harmonic or motivic momenturn. 
H av ing blazed a trail w ith the invention 
of the genre of the accompanied pieces 
de claveci11, Mondon vill e no w 
ex periments fu rth er by treating the 
voice itself as an instrument. W hatever 
performing conventions apply here 
(Mondonvi ll e seemed to wish tha t the 
harpsichordist and singer were one and 
the same highl y-ta lented person, and 
there is also sorne doubt about the role 
of the violin in those parts of the music 
where it doubles the voice), it is an 
ex periment doomed to fa ilure. The 
composer' s trea tment of th e word s 
s tre tch es th e li stene r' s c red ibilty 
beyond breaking-point; the repetition 
and fragrnentation of the text is surely 
a form of vocalise? I suppose this is 
another step on the path to absolute 
rnusic, denuding even the human voice 
of its personality. 

The performa nee from 1980 -
rere leased in 1997 - is probably better 
than the music merits. Christie reminds 
us he is no mean harpsichordist, and 
Ritchie provides discrete violin solos 
and accornpaniments. Judith Nelson 
is in fine voice too, especially in the 
more dramati c last piece (mercifully cut 
short by the performers), a lthough I 
wonder whether a lighter, more na'ive 
voice mi ght have s uited th e 
inconsequenti ;1lity of the music better? 
Perhaps subliminal suggestions have 
been mad e by th e CD cover, 
Fragonard' s delightful M11sic lesso11 in 
the Louvre. Here a pretty young gi rl 
is playing the harpsichord whil st her 
sweethea r t is admirin g, we l l, not 
exactl y her fingerwork! At such a 
moment who could blame her if she 
forgot the words of her song and just 
repea ted a few nonsensica l syllables? 
A disc for philosophes! 

PH 

Leclair: 
Ouvertures & Sonates en trio op. 13 
London Baroque 
Harmonia Mundi CD 901 646 

Sin ce w ritin g th e above ano th er 
London Baroque offering of Leclair's 
rnusic, this time his final publication 



op. B, has been re leased. These works 
a re la rge ly (perhaps w holl y ) 
arra ngements of his earlier op.1 and 
op.2 solo sonatas as trio sonatas, in 
c1d dition to three 011verf11res or sui tes, 
each o f whi ch begins with a French 
overture: one is taken from his opera 
trngiq11c, Sey/In ct Cln11rns, the others 
perhaps from now lost music written 
for the pri vate thea tre on the Due de 
Grarn ont's estate. Most of these works 
in their new guise are suitable for 
amateur and domestic perform ance 
and are given yet aga in superlati ve 
perfo rmances here by London Baroque. 
I part icularl y enj oyed Te rence 
Charl ston's vigorous approach to the 
harpsichord continua part, which even 
included a couple of melodic echoes -
a ra rity th ese days, which is a pity 
because pa rticularly in chamber music 
the harpsichord can be a key player. 
The movements I enjoyed most were 
those characterised by titles - minue tto, 
sarabande and aria. It is no mark of 
disrespect to performers or the music 
to say that my strongest reaction to this 
di sc was the w ish to go ou t, get the 
music and play it through with fr iends. 
A worthwhile add ition to the catalogue. 

PH 

Seixas: 
Harps ichord Conce rto Sinfon ia 
Harpsichord Sonatas 
Norwegian Ba roque Orchestra / Keti l 
Haugsand 
Virgin Veritas VC 5 45114 2 

Seixas is one of that triumvirate of 18th­
century Iberian keyboard composers 
(a long with the other two S's, Scarlatti 
and Soler). Of the three he is the leas t 
well known, so thi s disc is mos t 
welcome. 

T here are two or three surv iv ing 
orchestral pieces by Seixas. On the 
evidence of the Concerto in A, and the 
Sinfoni a in B- fl at recorded here, hi s 
w ritin g is pleasant but not te rr ibly 
ori gi nal. I wonder whether a slightly 
less re laxed ap proach from th e 
Norwegian Baroque Orchestra, directed 
by the concerto soloist, Ketil Haugsa nd, 
might have helped. The liner notes say 
tha t the concerto is "one of the the 
finest exa mpl es o f thi s genre", 
supported by the fo llowing statement: 
"A n original contribution ... rather than 
a prod uct of the assi milation of fo reign 
s tylistic conventions, both in its pu rely 
antiphonal structure [i.e. the tutti does 
not get involved in the solo episodes! 
and its complete lack of developments, 
va ri ations or other motivic 
elaboration." This nationalist lack of 
perspective, which we come across so 
often in notes on European record ings, 
does become a li ttle wea risome. What 

I think is hidden in these sta tements 
by Joiio Pedro d' Alvarenga is that the 
concerto is parochiat conservative, and 
rather unambitious in its approach to 
fo rm. That being so, one questions 
whether the Flemish grn11d rnvalc111 c11t 
frn11rais employed by the so loist was 
really an appro priate choice. 

The orchestra l music is followed by a 
selection of mainly one-movement solo 
so natas. D espite a var iety of 
compositional approaches, the thematic 
material tends to be rather neutral, and 
as with the orchestral works one looks 
fo r a little more fn 11tasin in Haugsand 's 
ca re ful and po li s hed pl aying­
although admitted ly I am probably 
looking for someth ing that the music 
cannot offer. As might be expected, 
the sona tas in the minor mode come 
off best. The instrument employed is a 
Portuguese 1758 sin gle-manua l 
harpsichord which serves the music 
well. More va riety cou ld perhaps have 
been gained by performing some on 
the Iberian fortepiano. 

PH 

Wanda Landowska in Per form ance, 
vol. II 
Music &Arts CD959 

Greta Kraus - Bach 
CBC (Canadian Broadcasting Corp.) 
Records PSCD 2014 

Puyana plays Bach 
Mercury Living Presence 434 395 - 2 

The recordings in this group of reissues 
date from the 1940s throu gh to the end 
of th e 1960s and for the most part 
di s play very different so und and 
performance ideals from those of the 
present day, when 'authenticity' of both 
instrument and performance sty le is the 
catch phrase, and much has been 
lea rned abou t the tonal beauty and 
mechani ca l perfection of the fines t 
antique instruments. The Landowska 
recording is a co ll ecti on of radi o 
broadcasts from the ea rl y days of her 
arri va l in Ameri ca during World War 
II throu gh to ·1949_ All are, of course, 
performed on a 'Landowska ' rn odel 
Pl eye l harpsicho rd , an ins trume nt 
which first appeared in 1912 and was 
used by the g rea t Poli sh harpsichordist 
for the duration o f her career . In 
add i ti on to possessin g seve n 
registration pedals, enabling qui ck 
changes of tone-colour in the cou rse of 
a si ngle movement, the instrument 
fea tu red a 16' register and lu te stop (a 
row of jacks plucking close to the nut 
prod ucing a nasal so u nd). Odd ly, 
desp ite its heavy soundboard (pia no 
thickness and heavily ribbed) and cast­
iron fram e, the Pleye l was sca led 
throughout much of its range like a 
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classica l harpsichord (in fact, some key 
features o f th e 1769 Ta s kin , an 
ins trument o ften used by the ea rl y 
revivalists as their starting point, were 
retained unaltered, including much of 
the original sca ling, 8' plucking points 
and basic disposition, excluding the 
lute and 16' registers). Of course, strung 
in stiff music wire and qui lled for the 
mos t part w ith thi ck lea ther plectra 
(exceptions being the lu te register and 
the upper 8', the most 'classica l' sounds 
on the instrument), the overall tonal 
resul t was thick and ponderous, about 
as far removed from an 18th-century 
harpsichord as one could imagine. 
Oddly, Landowska declared (quoted in 
the no tes accompanying the present 
iss ue) that her intention was "to 
reconsti tute a harpsichord approaching 
as close ly as poss ible those o f the 
e ighteenth century w hen they had 
reached the height of their glory fo r 
ri chness of reg is te rs and beauty of 
sonority ... " The modern li stener will 
have trouble associating the fa lse and 
opaque sound of the Pleyel (not helped 
by the recording techniques of the day) 
w ith genuine 18th-centu ry 
harps ichords. Inciden tally, the large 
Gerrnan harpsichord which Landowska 
encountered in a music store in Paris 
(described by Allan Evans in his notes), 
and w hich to her re presented the 
pi nnacle of th e ha rpsichord 's 
development, was the three-manu al 
Hass (misspelled in Evans' notes as 
"Hasse") fro m 1740, w h ich 
Landow ska's Co lumbi an student, 
Rafael Pu yana, later acquired and had 
restored in the wo rkshop of Robert 
Goble. 

The characteristi cs of La ndowska's 
p lay ing: dr iv ing rhy thm, indul ge nt 
cadentia l ritardandi , ka leidoscopic 
reg ister changes and articu lat ions 
ranging from illuminating to downright 
quirky, are so familiar to harpsichord 
lovers that further description here is 
superfluous. Since these performances 
represent the ideas of one of the most 
fo rce fu l and or iginal mu sica l 
persona li ties o f thi s century, it is 
chu rl ish (and po in tless) to attempt to 
judge the results by la ter standards of 
purism and authenti city, which (despite 
her own frequent assertions to th e 
contrary ) we re very fa r from 
Landowska's primary goals. For those 
w ho are acquainted with th e 
commercia lly issued recordings which 
appeared on His Mnster's Vo ice in 
Europe from the 1920s th rough to the 
famous 1940 Scarlatti recordings (made 
in wartime Paris with the sound of an ti­
aircra ft fire clea rl y audi ble), o r the 
American Victor recordings which were 
issued throughout the 1940s and '1950s 
th e curren t offe ring p rov id es 
interes ting co mpar iso ns with th e 
comm erciall y released versions o f 
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much of the sa me repertoire. The 
present CD, co mpil ed from radi o 
broadcasts of variab le qu a lity (the 
sound in the Handel g minor chaconne, 
for example, is a lmost unli s tenable) 
largely duplicates material which is 
e lsewhere avai lable, in better recorded 
and musica ll y more accurate versions 
from the sa me artist. Especia ll y 
d isturbing for the unsuspecting listener 
are th e freq uent pitch fluctuation s 
whi ch a re a feature of performances 
ori ginally preserved on magneti c wire 
or tape. 

Although the a rticle by All an Eva ns 
(based largely on an interv iew w ith 
Landowska's assistant and inheritor, 
Denise Restout, and illustrated with a 
few fa miliar pictures by Roger Hauert) 
and the genera l for mat of the issue are 
admirable in most respects, a few errors 
dese rve co rrect ion: in th e present 
reco rding Rameau's second Gig11e en 
Ro11rlen11 (from the e minor suite) has 
no t been altered by Landowska to 
"make it rnore final", and the Handel 
g minor suite ends w ith the correct 
passacagli a (not one " from another 
source", a lthough the atrocious 
reco rd ed so und makes it a lmost 
unrecognisab le ), w hil e the 
embelli shm ents attached to the 
sarabande of the second English Suite 
of Bach are, in fact, Bac h's own 
agn!111e11ts, not Landowska's as stated 
by Mr. Evans. Land owska's legendary 
sense of rhythm and timing, need less 
to say, transcend the sonic limitations 
of this disc, and her unique artistry 
emerges unscathed. The few wrong 
notes a re a lm ost cofflfor tin g . 
Recommend ed to al l but hi-fi buffs. 

Another CD, this time devoted entirely 
to th e music of J. S. Bach featu res 
performances by the Vienn ese-born 
Canad ian harpsichordist, Greta Kraus. 
Kraus (1 907--1997) was a fri end and 
colleague of a no ther, much bette r­
known Viennese harpsichordist, Yella 
Pessl, whose farne was once second 
only to Land owska's. As Kra us tel ls it, 
she came to the harpsichord a lmost by 
accident, filling in once for Pessl at a 
lecture-recital in Vienna. From initial 
distaste for the instrument, Kraus came 
to embrace th e harpsichord as he r 
principa l rnusica l focus, a lthough she 
rerna ined acti ve as a pianist and coach, 
especia ll y in the accompaniment of 
lieder. 

The selections on the present recording, 
including th e Ital ia n Va riati ons, g 
minor English suite, French Overture 
and Chro matic Fantasy and Fugue 
were recorded between 1954 and the 
la te l960s. This CD, iss ued by th e 
Cn11nrlin 11 Bronrlcnsti11g Corporntio11, is 
surprising ly poorly produced for an 
official document of the work of one of 
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Canada's lead in g figures in th e 
harpsicho rd rev iva l. Ho wever, th e 
pe rfo rm ances revea l a d isti ncti ve 
mu s ica l pe rsona lity, di spl ay in g a 
powerful rhy thmi c approach (in the 
prelude to the third English Suite, for 
example) and a sense of grandeur and 
occasion which is perhaps one element 
lacking in the playing of many of our 
own contempo ra ry harpsichordi s ts. 
Kraus, li ke Landowska, sometimes goes 
overboa rd, distorting the rhythm to 
such an ex tent that the threads are lost. 
The sarabandes, for example, as well 
as being ponderously slow, disintegra te 
into a rrh y thmic in cohe rence. The 
(unidentified) harpsichords sound li ke 
producti o n model Wittmayers and 
Neuperts: instruments which Kraus for 
some reason favoured throughout 
rnuch of her ca reer. The regis trati on 
changes are frequent (and distracting, 
occas io nal ly ridiculous) and th e 
instruments are sometirnes not too well 
in tun e. Moreove r (for example in 
bourree I of the French Overture), some 
o f Kraus's overly short, choppy 
articul ations fail to regis ter at all on 
these not-very-distinguished German 
fa cto ry ha rps ichord s. A certa in 
in tegrity, present in the sound of the 
Pleyel, is entirely absent in the steely 
and brittle tone of these instruments. 

The rather s lapdash production va lues 
no ted ea rli e r ex tend to the cover 
photograph, w hich features a n 
unid entified modern copy of a Flemish 
v irgi nal, a choi ce whose releva nce 
would no doubt have escaped Greta 
Kraus as surely as it does this reviewer. 
The accompanying booklet contains 
severa l well-chosen and interesting 
pho tog raph s o f Kraus at diffe rent 
stages of her li fe, as well as a rather 
patchy ar ti cle (by the producer) which 
osci ll ates uneasi ly between recoun ting 
her ca reer and providing the barest 
possible introduction to the music. (I 
wo uld , for exa mple, di s pute th e 
autho r's brave assessment of Bach's 
Chromntic Fantasy as one of his " lesser­
known keyboard works".) Most of the 
useful in fo rm ation is contained in 
quotations from Kra us herself. The 
materi al included here is described as 
representing the "best of her ana logue 
reco rdin gs", a jud ge ment whi ch is 
fi erce ly di s puted by some o f her 
associa tes w ith whom I have spoken. 
However, we must be grateful for what 
we have, a lthough Kraus's surviving 
recordings are, according to those who 
knew her, fa r more numerous than the 
present issue leads us to believe. 

With Rafael Puyana's disc of Bach (solo 
music by Johann Sebastian and duets 
by Wilhelm Friedemann and Johann 
Christian) we turn to a still active artist 
who bridges the ga p between the world 
of Landowska (with whom Puya na 

studied in the 1950s) and our own. This 
1963 record ing was made on a ' Puyana' 
sty le Pleyel, al most identical to the 
ins trument of hi s mentor, and it is 
inte resting to hear thi s harpsichord 
record ed in the relatively high fidel ity 
sound of 1963. As with Landowska's 
perfor mances Puyana's rhythm is what 
is most immediately compelling, as 
well as the sense of grandeur whi ch 
bo th teac he r and pupil could so 
e ffect ive ly co nvey. It was Rafa el 
Puyana who ultimately acquired the 
three-manual harpsichord by H A Hass 
whi ch Landowska had coveted, and it 
is ins tru cti ve to co rnpa re its so und 
(Puyana has reco rd ed severa l 
me mo rabl e progra mmes o n it, 
including an exceptional two-disc set 
of Scar latti sonatas for Harmonia 
Mundi) with the Pleyel which the Hass' 
glorious example is supposed to have 
helped inspire. I found it interesting to 
co mpa re Puyana's phra s ing and 
articu lation on this ea rly reco rding with 
hi s own later performances on the Hass 
a nd other ant ique har ps icho rd s. 
Whereas he re he can often sound 
mannered and fussy, the regis tration 
cha nges sometimes direc tl y 
contradi cting the natura l phrase 
s tructure o f the music, on the late r 
reco rdings Puya na see ms entire ly 
natura l and much more vocal in hi s 
ins piration. Even on thi s di sc, the 
rhythm and sense of colou r are never 
in doubt. Puyana is ably assisted by 
his student Genoveva Ga lvez in the A 
major duet (for two performers on one 
harpsichord) by J. C. Bach, and in the 
Concerto a duoi Cembali Concertati by 
W. F. Bach . Incid ental ly, th e so lo 
Concerto in G major by Bach pCre, is 
BWV 986: th e original mod el s ti ll 
unid entifi ed. Recommended. 

Peter Wnfc/,on, 

J S Bach 
Die Kunst der Fuge BWV 1080 
Isolde Ahlg rimm (pedal harpsichord) 
Friederi cke Resele (2nd harpsichord) 
Tudor CD 7030 (2 CDs) 

Bach's Die K1111 st rler F11ge is now so 
fam ili a r -a s undi s puted keyboard 
repertoi re that, w ith the release of the 
present issue, it is timely to recal l that 
this was not always the case. In the 
early 1950s, the deba te concern ing the 
work's original performance med ium 
was waged among musicologists and 
perfo rm ers alike. One of th e fir s t 
advoca tes for performance on the 
har psichord , in this case wi th an 
independent pedal, was the Viennese 
harpsichord is t Isolde Ah lg rimm . In 
1952 she announced that, based on the 
resea rch of the musicologist Heinrich 
Husmann, an advoca te of keyboard 
pe rformance for th e wo rk (and 



personal friend of Ahlgrimm), she 
would include Die Kuust dcr Fuge as 
the final concert of one of her famous 
Bach-Cycle marathon s (which she 
perform ed, as always, entire ly from 
memory). According to Ahlgrimm, the 
young Gustav Leo nhardt, new ly 
arrived on the scene as harpsichord 
professor at the Vienna Academy, beri t 
her to the punch by a coupl e of months 
and gave the first performance of the 
work on the harpsichord. Her own 
followed shortly after. 

In 1954, Ahlgrimm recorded Die Kunst 
der Fuge for Philips as part of her 
Con1plete Works for Hnrpsichord series. 
The present reco rding dates from 
thirteen years later, after Ahlgrimm had 
presented the work man y times in 
concert throughout Europe to 
outstanding critical acclaim, especially 
in Holland, where her reco rd s were 
well distributed. Having completed her 
Bach recordings for Philips by 1956 
(including the harpsichord concertos, 
M nsicnl Offering and sonatas for viola 
da gamba and harpsichord with a 
young Nikolaus Harnoncourt, all using 
old string instruments at low-pitch), by 
the mid - 1960s Ahlgrimm was invited 
to repea t the exercise for the short-lived 
Swiss company, Belvedere, a venture 
which resulted in severa l issues. By 
1967, when the present Kunst der Fuge 
recording was made, the company had 
dissolved and was succeeded by 
another Ziirich-based company, Tudor. 

Essentiall y, what we have here is a 
repeat of Ahlgrimm's more famous 
reading for Philips. This one is more 
dryly recorded (once again, as in 1954, 
in Vienna), and fea tures slightly fa ste r 
tempos, perhaps as a reaction to the 
drier acou s tic. Preci se ly th e same 
in s trum ents, a 1937 Amm e r 
harpsichord made in Eisenberg (not 
Passau as stated in the accompanying 
notes) and pedal instrument from 1941 
were used in both reco rdings . 
Ahlgrimm's playing, in a style which 
she originated in the 1930s, provides 
an entirely different approach to the 
harpsichord from Landowska, Kraus 
and Puyana. A glance at th e 
photograph on th e bookl et of the 
present issue will partially explain: this 
particular Ammer instrument was 
equipped, at Ahlgrimm's request, with 
hand stops. The result is that there are 
virtually no changes of register within 
single movements. The playing is, in 
comparison to that of the Landowska 
school, far more straightforward and 
relaxed (compare Ahlgrimm's hand 
position, visible in the photo on the 
back of the accompanying booklet with 
Landowska's famous 'claw') and in it 
we can hea r the origin of much which 
is now taken for granted in harpsichord 
performance. The French-style fugu es 

are performed with sharp overdotting, 
and the articulation and phrasing 
clearly renect the structure of the music. 
Overall, the playing seems much less 
dated than th e ins trum ental sound, 
although Ahlgrimm' s approach to 
articulation chan ged radi ca lly a fte r 
1972, when she discarded th e two 
Arnmers in favour of a French-style 
ins trument by David Rubio. She never 
distorts the music throu gh the use of 
special registration e ffects and other 
liberties. When Landowska's theatrical 
sty le was still all the rage, Ahl grimm 
was heavily criticised for her austere 
approach. The sound of the pre-war 
Ammer harpsichord, ce rtainly not 
'authen tic ' by today's sta ndard s is, 
however, eq ually far removed from the 
tonal d e fi ciencies of that finn's 
products dating from the immediate 
post-war period (these may be hea rd, 
for exa mpl e, on Zuza na Ru zickova's 
Bach recordings for Supraphon), wh ich 
came to equal the worst of the Germnn 
Serie11-/ 11str11111e11 te. 

For the mirror fu g ues for two 
ha rpsichords, Ahl g rimm was ably 
assisted, as in 1954, by her hi ghly gifted 
s tud ent, Friedericke Bretschneider -
Resele (playing a second Ammer from 
1941, on which Ahlgrimm had recorded 
the ea rliest of her Co111plete Works series 
for Philips in the ear ly fifti es). 
Unfortunately, th e present iss ue 
excludes the chorale-prelude Wc1111 zuir 
in l,dchste11 NOthe11 si11rl, unlike the 
earlier recording for Philips (although 
Philips eliminated it, also, from their 
1974 re-release of Ahlgrimm's Bach 
reco rdin gs ). Thoug h not musica lly 
relevant to Die K1111st der Fuse, the piece 
was included in the first edition, and 
Ahlgrimm's performance of it was very 
bea utiful. The present issue, whi ch 
presents the first eleven fu gues in 
Bach's own order, and ends with the 
final incomplete four-part fugue, is of 
exceptional musical as well as historical 
interest. Let's hope that its appearance 
will inspire the Dutch company Philips 
to di gitall y re-master and issue Isolde 
Ahl g rimm' s Co111plete Works for 
Harpsichord Bach recordings, which are 
crucial to our und e rstanding of th e 
development of Bach performan ce on 
the harpsichord in the second half of 
the 20th century. 

Peter Wntchor11 

The Bones of All Men 
Philip Pickett, Richard Thompson & 
The Fairport Rhythm Section 
Hannibal HNCH 1416 

The Bones of All Men mi g ht be 
described as folk / ea rly music fusion. 
It succeeds much better than most 
exarnples of crossover because Richard 
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Thompson, Simon Nicol, Dave Pegg, 
Dave Mattacks are all genuine folk-rock 
players; Phil Pi ckett, who played with 
the Albion Band but is now bet te r 
known as director of the New London 
Consort, is joined by key boardist 
Sharona Joshua and medieval fiddler 
Pavlo Beznosiuk, so that the personnel 
are genuinely a mix from both worlds 
- rather than ea rly musicians simply 
attempting to hype up their product 
(as some recent g roups, who shall 
remain anonymou s, have done ). I 
reckon thi s is an ideal CD to give the 
harpsichordis t for Christmas, as all the 
mu sic is based on ea rly key board 
sources . An id ea l party game on 
Boxing Day would be to see how many 
pieces you can name - and, for bonus 
points, identify the ir sources. 

PH 

Czech "Degenerate Music": Hans 
Krasa: Chamber Music (complete) 
Kocian Quartet, Zuza na RL,ZfCkovcl 
(harpsichord) 
Praga Digitals PRD 250 106 

The accompanying notes on Krclsa's 
wo rks in thi s recording li st musical 
characteristics which fit the Nazi term 
"degenerate music": generally atonal; 
jazz influenced; Jewish authorship. The 
Chn 111ber Music of 1935 or 1936 (the 
notes separately li st both years as the 
yea r of composition) is based on an 
ea rlier piece of popular acclaim, A1111n's 
Sons, \vhich Krclsa wrote for a play by 
Adolf Hoffme is te r, and which 
demonst rates more or less - though 
most ly less th ese particular 
characteri stics. 

This is the first recording of the Chn111bcr 
Music, one which allows 
harpsichordis ts to compare and 
ultimately pair thi s work in concert 
with the de Falla Co11certo completed 
ten years earlier. The first of the two 
moven1ents alternates intriguing, 
angular lyri c writing with a perpet110 
moto, often referencing tonal centres but 
never quite giving them away to the 
li stener. 

The second movement opens with a 
saxophone solo, subsequently taken up 
by other ins truments and eventually 
joined by the harpsichord one and a 
half minutes on. The overt cabaret 
atmosphere of this movement makes 
me think that thi s piece was conceived 
for an e nsemble of e ight equal 
instruments with the sparse keyboard 
part originally intended for piano. 
Indeed, th e so lo harpsi chordist only 
plays for three of its six minutes, and 
even then the contribution consists 
predominantly of occasional sections of 
stabbed or arpeggiated chords with 
brief melodic fragments; there is little 
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